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Extra Fine™ Watercolor 

The Best just got 
more affordable 

New smaller 5ml tubes now available 



Same professional Quality I Same great Pigments I Lower 5ml tube Price 

When you choose DANIEL SMITH Extra Fine'^'^ Watercolours, your work will benefit from the extensive research 
put into all of our materials. Our passion for colour is only the beginning; the rest of the story is yours to tell. 

Premium Art Brands Ltd - exclusive distributor for Daniel Smith products in the UK 

For details of stockists please visit www.premiumartbrands.com 
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premium 
art brands 

Extraordinary surfaces for your art. 
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PanPastel® 



tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com 







EMBRACING AUTUMN’S 

RICH COLOUR PALETTE 



How quickly the seasons change. No sooner has the warm 
flush of summer died down than the chilly nip of autumn is 
catching us all unawares. The plein air painting kit is being 
packed away for another year (apart from a few hardy folk) and 
we’re getting ready to close the studio doors behind us. 

With this in mind, we’re in a quieter and more 
contemplative mood this month. It’s most obvious in Brazilian 
painter Fabio Cembranelli’s gorgeous watercolours of the 
British countryside, made as part of his jetset world tour of workshops, and in 
the rich palette of artist Gareth Brown’s paintings of fallen leaves and dried 
grasses. In keeping with that spirit, I hope you enjoy our prohle of the brilliant 
and sometimes overlooked Gwen John, whose solemn portraits and quiet interior 
scenes deserve recognition among the hnest British paintings of the 20th century. 

As the weather turns, let’s channel something of Gwen John’s spirit and take 
this opportunity to celebrate the simple things in life: painting a subject you have 
overlooked until now or enjoying the satsifaction of getting a colour mix just so. 
Steve Pill, Editor 
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Spent the summer painting? 
Share photos of your latest 
masterpieces with us here... 
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IGNITE your CREATIVE FLAIR 
this AUTUMN with *~^D8Gwa/(g5^(3o 



“It’s not just a brush, it’s an experience. 01 53 5 632666 

A ritual. It’s life changing and it’s your life. ” www.rosemaryandco.com 
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YOUR LETTERS 



LETTER OF THE MONTH 



FANCYAPINTAR? 

Having first heard about Pintar Rapido through your magazine I was 
delighted to hear that the event was coming to Glasgow. Not being 
accustomed to painting outside, I admit feeling out of my depth but 
needed to get out of my comfort zone so I signed up. I needn’t have 
worried. Highly organised, very friendly and involving artists of all 
levels, the weekend was as much fun as I’d hoped. 

The weather, the pressure of time constraints, the interested tourists 
and the challenge of framing a wet oil painting all added to the buzz. 

I didn’t expect to win and my work didn’t sell but I’ll certainly enter 
again. I would encourage anyone to get involved in Pintar Rapido next 
year, whether as an artist, volunteer or as a buyer - I’d really like more 
of those! Thank you for being a constant source of inspiration. 

Wilma Smith, via emaii 



ENDING THE DROUGHT 

RE: Letter of the Month, Issue 355 

With regards to Steve Fox’s curiosity 
about how others cope with 
inspiration drought, I have some 
thoughts that may help. 

Creating artwork takes focus, 
energy and motivation. There is 
nothing wrong with taking breaks 
until one feels replenished enough 
to start a new painting or project. 

Making art also requires a period 
of being receptive. When one is not 
creating, one can fill up by doing 
other productive things or even just 
relax. Thought of in this way, the 
periods of ‘drought’ can be 
constructive and positive. 

Eszter Rajna, via email 



MORE OF YOUR STUDIOS 

My studio is a corner of the spare 
bedroom [below]. I like to set up my 
folding table (bought for £5 from 
Woolworths many years ago) with 
the window on my left so that the 
shadows are always on the right. 

I paint only in the afternoon so that 
the sun does not interfere with my 
compositions, mainly flowers, fruit 
or vegetables in a botanical style. 

I used to wish 
for a proper studio 
because, as Virginia 
Woolf wrote, every 
woman should have 
“a room of her own”. 

It would save having to 
set up every day, but 



Send your letter or email 
to the addresses below: 



POST: 

Your Letters 
Artists & Illustrators 
The Chelsea Magazine 
Company Ltd. 

Jubilee House 
2 Jubilee Place 
London SW3 3TQ 

EMAIL: info@artists 
andillustrators.co.uk 

The writer of our ‘letter of 
the month’ will receive a 
£50 gift voucher from our 
partner GreatArt, who 
offers the UK’s largest 
range of art materials 
with over 50,000 art 
supplies and regular 
discounts and 
promotions. 
www.greatart.co.uk 

GrcnlArl MB 





over the years 

this has become less of a chore - 
the painting is paramount. 

Jean Wood, Swanland, 

East Riding of Yorkshire 

I have lived in Mauritius now for the 
last four years. I make my living 
there as a portrait artist and have a 
studio in my garden looking out to 
the Indian Ocean [above]. 

I have a separate detached 
house with a guest suite on the 
ground floor that I am considering 
letting out to artists to come and 
work, especially in the cold UK 
winter when the weather here is hot 
and the light is magnificent. There 
is a hot tub and there are gates in 
the garden leading to a small 
beach, as well as a fabulous double 
Indian swing seat positioned to look 
out to the most fantastic sunsets. 

I will only be renting to artists as 
not only do I think they would 
appreciate the facilities, but I would 
also enjoy meeting other UK artists. 
Lynn Smith, via emaii 

I’m not so posh. My work area is a 
corner of our lounge. I made the 
table myself and it’s sufficient for 
my needs. I usually paint from 3pm 
to 8pm, if I’m not working. 

Bill Hargreaves, Bury, Lancashire 




LIMITED OFFER. ORDER NOW! 

www.chelseamagazines.com/artists-P510 
% +44 (0) 1795 419 838 and quote P510 



TURN TO PAGE 67 FOR OUR DIGITAL SUBSCRIPTION OFFER 









6 ISSUES FOR JUST £29.99 
PLUS FREE GIFT 



Daler-Rowney System 3 Acrylics, worth £22.95 



Direct Debit offer only. Credit Card rate is £33. 
Free gift supplied courtesy of Daley-Rowney 








FOR ALL YOUR ART SUPPLIES 

ACROSS THE UK 




• GUARANTEED LOWEST PRICES 

• THE WORLD’S BEST BRANDS 



• EXPERT STAFF ARTISTS 
•GIFTS FOR ARTISTS OF ALL AGES 



VISIT OUR SHOPS OR BUY ONLINE AT CASSART.OO.UK 



SAKT 

C/) EST.1984 



ISLINGTON HAMPSTEAD CHARING CROSS SOHO KENSINGTON KINGSTON 

BRISTOL GLASGOW LIVERPOOL ONLINE 






Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors 

S ituated in the idyllic Umbrian hills, the 'green heart of Italy', our private 220 acre estate is the 
stunning backdrop for our painting, printmaking, drawing and stone carving courses. These 
residential holidays include seven days' accommodation in our home, an 18th century country house, 
where the atmosphere is relaxed and stress-free, offering the perfect setting for you to enjoy 
and develop your creative skills under expert tuition from leading artists and tutors such as 
Andrew James, Antony Williams, Yara Damian, Grahame Booth, Paul Alcock, Mitchell Albala, 
Kelly Medford, Caroline Bays, Patrick Cullen, Adele Wagstaff, Simon Keeley, Francesco Fontana, 
Belinda Biggs and Claudia Tulifero! 

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of tuition, 
all art materials, full board accommodation, superb local cuisine, wine, free bar and local tours. 
All one-week courses offer incredible value for money! 

For more details of all 2016 courses email: info@arteumhria,com, call Italy: 

0039 0763 837347, cellphone: 0039 345 876 8311 or visit: www.arteumbria.com 

Follow us on Twitter @ArteUmbria and our Facebook page Arte Umbria 




T.MW TURNER 



& THE ART OF WATERCOLOUR 



Free Entry 

Saturday 10*^ October 2015 
to Sunday 10^ April 2016 



The Higgins Bedford 
Castle Lane, Bedford MK40 3XD 

Call us on 01234 718618 
or email thehiggins@bedford.gov.uk 
join in www.thehigginsbedford.org.uk/join_in/friends 
website www.thehigginsbedford.org.uk 

BEDFORD 

BOROUGH COUNCIL 
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THE DIARY 



9 ARTISTIC THINGS TO DO IN 





THE BIG DRAW 



Now stretching as far afield as India, Australia and the US, the Campaign for Drawing’s 16th annual 
showcase can officially lay claim to being the world’s biggest drawing festival. This year’s theme is 
‘Every Drawing Tells A Story’ (as Children’s Laureate Chris Riddell’s brilliant sketch demonstrates 
above) and many of the 1,800 events taking place across the UK from 1-31 October will be tapping 
into this for inspiration. On 17 October, Penrith Library in Cumbria invites artists to create their own 
books using drawing and collage techniques, while on 28 October, artist Catrin Williams hosts a 
self-portrait workshop at Galeri in Caernarfon. Visit The Big Draw’s website to find out more about 
the campaign for visual literacy and discover events near you on the interactive map. 
www.thebigdraw.org 






THE DIARY 






3 DRAW 

Prud'hon: The Moving Body 

Two life-drawing events with a twist 
at London’s Dulwich Picture Gallery 
(16 and 17 October). Inspired by its 
Prud’hon: Napoleon's Draughtsman 
exhibition, human ‘sculptures’ will 
come to life and embark on a dance 
while you sketch, drink and enjoy. 
www.dulwichpicturegallery.org.uk 



6 STUDY 

Adventures in Drawing 

This eight-week course (8 October to 
26 November) at the University of 
Liverpool is lead by Paul Gatenby, 
the founder of the city’s Urban 
Sketchers group. Meeting every 
Thursday, beginners and 
professionals alike can develop their 
own drawing language through 
mark-making methods. 
www.iiv.ac.uk 



^ LISTEN 

^ Kurt Jackson 

The popular Cornish 

painter launches his new Place 
exhibition at Bath’s Victoria Art 
Gallery with an hour-long talk on the 
opening day (10 October, 11.30am). 
Find out more about his semi- 
abstract techniques and unusual 
choice of subject matter. 
www.victoriagai.org.uk 



- PAINT 

Paint Out Norwich 

Up to 50 selected artists 

can take part in this five-day plein 
air painting festival (19-23 October). 
Events include a mass ‘paint out’ 
from Mousehold Heath, nocturne 
sessions and a gala auction. 
Deadline for entries is 30 September. 
www.paintoutnorwich.org 



DISCOVER 

^ Newport Street Gaiiery 

Shark-pickling charlatan 

Damien Hirst opens his own gallery 
in south London this month. 

Opening on the 8 October, the 
inaugural show at the new 3,400m^ 
venue is Power Stations, a display of 
paintings by the late British abstract 
artist John Hoyland (below). 

WWW. newpo rtstreetga iiery.com 



7 VISIT 

Manchester Artists' Book Fair 

Now in its tenth year, this two-day 
event (16-17 October) at Manchester 
School of Art’s Holden Gallery invites 
artists and boutique publishers from 
across the northwest to show their 
printed wares. 

www.manchesterartistsbookfair.com 




READ 

Zen of Drawing 

Animation professor 
Peter Parr encourages a more 
emotional response to your subjects 
via this inspiring little book (£14.99, 
Batsford). New mark-making 
techniques are explored in detail 
and a vast range of materials are 
utilised, from quill pens to iPads. 
www.paviiionbooks.com 




^ WATCH 

y The Story of Scottish Art 

Big Painting Challenge 

judge Lachlan Goudie’s new four-part 
series explores 5,000 years of 
Scottish art from Neolithic sculpture 
to the Glasgow Boys. The first 
episode airs on BBC Two Scotland 
on 6 October and will be available on 
BBC iPlayer across the UK then too. 
www.bbc.co.uk/ipiayer 
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of all skill levels and with a sense of adventure will enjoy 
this holiday experience. 

12 days from AU$6950* per person. Rates include stylish 
boutique accommodation in the heart of the city overlook 
ing the river, breakfast and some meals, all entry and land 
transport costs listed in the itinerary. Airfares, travel 
insurance and art supplies are not included. 

Single supplement available. 

‘Rates may be subject to seasonal variations. 

Japan Tour dates 

1-12 November 2016 

6 - 17 November 2017 Bookings open 



We sketch and paint our way around famous Kyoto, meet 
local artists, visit their studios, art galleries, explore the 
preserved streets, gardens, temples and tea houses that 
make Kyoto what it is today. 

Maybe stay in a traditional style machiya and do a sumi 
painting class... 




www.paintingholidays.com.au 

info@paintingholidays.com.au 

Australia +613 98791923 gien 



EXHIBITIONS 



OCTOBER’S BEST ART SHOWS 



ENGLAND - LONDON 



tawing in Silver and Gold 



Until 6 Decern 

Metalpoint works from Leonardo to Jasper Johns. 
British Museum, www.britishmuseum.org 



Bridget Riley: Learning from Seurat 



17 September to 17 January 2016 
Fascinating lesson in colour, previewed last month. 
Courtauld Gallery, www.courtauld.ac.uk 



The Fallen Woman 



25 September to 3 January 2016 
Powerful display of Pre-Raphaelite portraits. 
Foundling Museum, www.foundlingmuseum.org.uk 



Goya: The Portraits 



7 October to 10 January 2016 

Landmark display of the Spanish court painter. 

National Gallery, www.nationalgallery.org.uk 



Global responses to Warhol and co. 
Tate Modern, www.tate.org.uk 




Facing History: Contemporary Portraiture 



Until 24 April 2016^^^^^^^^“ 
Photos and prints from the last 20 years. 
Victoria and Albert Museum, www.vam.ac.uk 



ENGLAND - NORTH! 



Canaletto: Celebrating Britain 



22 October to 14 February 2016 

The Italian master’s decade in the UK explored. 

Abbot Hall Art Gallery, Cumbria. 

www.abbothall.org.uk 



Naomi Alexander: Domesticity 



Until 31 October 

Quiet and contemplative interior paintings. 
Shipley Art Gallery, Gateshead, 
w w w.s h i p I ey a rtga 1 1 e ry. o rg. u k 



Giacometti: Pure Presence 



15 October to 10 January 2016 
Career-spanning display of the sculptor’s portraits. 
National Portrait Gallery, www.npg.org.uk 



lean-Etienne Liotard 



24 October to 31 January 2016 
Swiss portraits from the Enlightenment. 

Royal Academy of Arts, www.royalacademy.org.uk 



Barbara Hepworth: Sculpture for a Modern World 



Until 25 October 

Last chance to see this exhaustive retrospective. 
Tate Britain, www.tate.org.uk 



iThe World Goes Pop 



17 September to 24 January 2016 



Until 29 November 

Six decades of kitchen sink British painting. 
Walker Art Gallery, Liverpool. 
www.liverpoolmuseums.org.uk 



Until 3 January 2016 

Hyperreal pencil drawings of vintage photos. 
Whitworth Art Gallery, Manchester. 
www.whitworth.manchester.ac.uk 



Colin Rodney Burrows: Out of the Ordinary 



November^^^^^^^^^^l 

Retrospective of a local photorealist painter. 
Salford Museum and Art Gallery. 
www.salfordcommunityleisure.co.uk 



Antony Gormley: Elemental 



Until 15 November 

Two series of drawings by the figurative sculptor. 
The Atkinson, Southport, www.theatkinson.co.uk 



Watercolour Treasures 



Until 31 October 

Town, country and coastal scenes. 

South Shields Museum and Art Gallery, Tyne and 
Wear, www.southshieldsmuseum.org.uk 



Rob Ryan: Listen to the World 



Until 1 November 

Chopped-up whimsy from the papercut king. 
Yorkshire Sculpture Park, www.ysp.co.uk 

ENGLAND - SOUTH 



I The Creative Genius of Stanley Spencer 



Until 20 March 2016^^^^^" 
Passionate and spiritual paintings of daily life. 
Stanley Spencer Gallery, Cookham, Berkshire. 
www.stanleyspencer.org.uk 



10 October to 9 January 2016 
20th-century abstract art split across two venues. 
Newlyn Art Gallery and The Exchange, Cornwall. 
www.newlynartgallery.co.uk 



William and Evelyn de Morgan 



Until 13 April 2016 

The Suffragette painter and her ceramicist husband. 
Watts Gallery, Guildford, www.wattsgallery.org.uk 



Lowry by the Sea 



Until 1 November 

Last chance to see the Salford painter’s coastal art. 
Jerwood Gallery, Hastings, www.jerwoodgallery.org 




ENCHANTED DREAMS: 

THE PRE-RAPHAELITE ART OF 
EDWARD ROBERT HUGHES 

17 October to 21 February 2016 
The well-connected Edward Robert Hughes was 
the nephew of Pre-Raphaelite painter Arthur 
Hughes and an apprentice to William Holman 
Hunt. This first-ever major retrospective combines 
delicate chalk portraiture with more visionary oil 
scenes, such as Night with her Train of Stars. 
Birmingham Museum and Art Gallery. 
www.bmag.org.uk 












ARTHUR MELVILLE 

10 October to 17 January 2016 
If ever there was such a thing as a revolutionary 
watercolourist, Arthur Melville might just be it. 
Born in Forfarshire in 1855, he spent much of his 
49 years travelling across Europe, Northern 
Africa and the Far East, bringing back large-scale 
depictions of fishing ports and city bazaars. 

Melville’s then-innovative wet-in-wet technique 
resulted in dramatic, rich coiours presented with 
a real clarity - something the gallery brilliantly 
describes as “stained-glass intensity”. Works 
such as 1892’s The Sapphire Sea influenced his 
peers, the Glasgow Boys, and now he looks set to 

0 inspire a new generation via this must-see display. 

1 Scottish National Gallery, Edinburgh. 

^ www.nationalgalleries.org 

E 



Magnificent Obsessions: The Artist as Coiiector 

12 September to 24 January 2016 
Includes Andy Warhol’s kitsch cookie jars. 
Sainsbury Centre for Visual Arts, Norwich. 
www.scva.ac.uk 

The Bigger Picture 

12 September to 21 November 
Showcasing the diversity of Cornish art. 

Penlee Flouse Gallery and Museum, Penzance. 
www.penleehouse.org.uk 

John Hinchciiffe 

10 October to 16 January 2016 
Retrospective of decorative art and ceramics. 
Salisbury Museum, Wiltshire. 
www.salisburymuseum.org.uk 

Ben Johnson: Spirit of Piace 

18 September to 23 January 2016 
Solo retrospective of architectural paintings. 
Southampton City Art Gallery. 
www.southampton.gov.uk 

Going to Town: Scenes of Urban Life 

30 September to 12 March 2016 

Cityscapes by John Nash, Leon Kossoff and more. 

Swindon Museum and Art Galiery. 

www.swindonmuseumandartgallery.org.uk 

Quentin Biake: Inside Stories 

10 October to 17 January 2016 

The illustrator’s first drafts and storyboards revealed. 

The Lightbox, Woking, www.thelightbox.org.uk 




SCOTLAND 

Scottish Artists 1750-1900 

Until 7 February 2016 

Caledonian paintings from the Royal Collection. 
Queen’s Gallery, Palace of Flolyroodhouse, 
Edinburgh, www.royalcollection.org.uk 

The Kangaroo and the Moose 

1 October to 21 February 2016 

Wildlife art from an era of New World exploration. 

Flunterian Art Gallery, Glasgow, www.gla.ac.uk 

Scottish Identity in Colour 

Until 31 January 2016 

Portraits inspired by Cezanne and Whistler. 

Fergusson Gallery, Perth, www.pkc.gov.uk 

Reflections of the East 

20 September to 23 December 



Scottish painters exploring links with China. 
University of Stirling Art Collection, www.stir.ac.uk 

WALES 

John Carroll: On a Wing and a Prayer 

26 September to 8 November 

New paintings inspired by Iron Age excavations. 

Oriel Ynys Mon, Anglesey, www.kyffinwilliams.info 

IRELAND 

Colin Davidson: Silent Testimony 

Until 17 January 2016 
Politically-motivated portraits in oils. 

Ulster Museum, Belfast, www.nmni.com 

The Language of Dreams 

2 October to 6 February 2016 

Surreaiist art inspired by our unconscious minds. 

Crawford Art Gallery, Cork, www.crawfordartgallery.ie 
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Inspiration ^ Creativity ^ Joy 




"The first and stiU the best" 
alternative holiday 

THE GUARDIAN 





WWW.SKYROS.COM ♦ E: OFFICE@SKYROS.COM ♦ T: 01983 865566 




DATES 



DIARY 



BOOK ILLUSTRATION 
COMPETITION 2016 

Brief: Participants are 
invited to illustrate Michael 
Morpurgo’s War Horse. 
Long-listed entries feature 
in a House of Illustration 
exhibition, while the overall 
winner receives a £5,000 
commission from the 
Folio Society. 

Deadline: 18 January 2016 
Exhibition: 29 January to 
6 March 2016 at the House 
of Illustration, London N1 
Enter online: 
www.foliosociety.com 



RBAANNUAL 
EXHIBITION 2016 

Brief: The Royal Society of 
British Artists requests up 
to six artworks in any media 
(including sculpture and 
original prints) that display 
a high standard of skill 
and expression. 

Deadline: 11 December 
Receiving day: 

23 January 2016 
Exhibition: 17 March to 
2 April 2016 at Mall 
Galleries, London SWl 
Enter online: 
www.mallgalleries.org.uk 




THE DIARY 



If you’ve got an appetite for great paintings, the Art 
Fund’s Edible Masterpieces could be just the thing. 
Launched last year, this tasty little fundraiser 
invites creative foodie types to recreate famous 
artworks with the contents of your kitchen 
cupboards. Previous highlights included a cheese 
carving of Rodin’s The Kiss and a flapjack inspired 
by Munch’s The Scream. Submit by 11 October at 
www.artfund.org/edible for the chance to win a 
National Art Pass and lots of kitchen goodies. 





NEXT ISSUE: PAINT A PORTRAIT IN JUST FOUR COLOURS 




• PERSPECTIVE IN THE LANDSCAPE • EXPLORING THE TATE ARCHIVES 




• NEW ISSUE ON SALE 9 OCTOBER 2015 






Founded in 1890, Blackpool- 
based Granthams has 125 
years worth of experience in 
the graphics and art business. 
The company’s ArtDiscount 
website is one of the UK’s 
leading destinations for art and 
graphics materials, offering 
savings of up to 70% off local 
art shop prices. 

Artists & Illustrators readers 
can save even more this month 
as we have teamed up with 
ArtDiscount to offer a set of 
seven Mastertouch Reflex Oil/ 
Acrylic brushes for Just half 
price, plus free postage and 
packing - a saving of £10.97. 



Perfect for both oils and 
acrylics, these professional 
long handle brushes come in 
a range of round heads, from 
size 2 to size 14. 

For your chance to buy a set 
of seven Mastertouch Reflex 
Oil/Acrylic brushes for the offer 
price of £7.48 (RRP £14.95) 
plus free P&P, simply visit 
www.artistsandillustrators. 
com/octl5offer and fill in your 
details. Offer available until 31 
October 2015, UK only, one per 
household. Terms and conditions 
apply. For more details, 
please visit www.chelsea 
magazines.com/terms 
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BRIGHT 

YOUNG 

THING 

PAINTING ON THE SET OF ITV’S DOWNTON ABBEY WAS A DREAM ABOVELacfy 

OPPORTUNITY FOR PHOEBE DICKINSON. THE TALENTED YOUNG Mary having her 

OIL PAINTER TELLS TERRI EATON HOW HER PENOIL ALMOST PUT Breakfast in Bea 

A HALT TO THE FINAL SERIES AND WHY LADY MARY IS THE IDEAL oiloncanvas. 

SUBJEOT. PHOTOS: GARETH IWAN JONES 42x32cm 

RIGHT Phoebe 

in residence at 

Leighton House 
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t was a Sunday evening like any 
other when Phoebe Dickinson 
settled herself down in front of the 
television to watch the latest episode 
of Downton Abbey. She’d had a long 
day in her Chelsea studio completing 
various portrait commissions and the 
ITV period drama was just the tonic 
she needed to relax into the evening. 

Or so she thought. The opening 
credits rolled, the distinctive theme 
tune filled the room and, within 
minutes, she was sketching excitedly 
in the screen’s direction. “Lady Mary 
was having breakfast in bed and I felt 
her relaxed pose would make a really 
sweet painting so I paused the telly, 
took a photo and started drawing,” 



says Phoebe. “I couldn’t shake the 
feeling that Downton /Abbey would 
make a great subject, but I wasn’t 
sure the best way to go about it.” 

Having studied at both the 
Charles H Cecil Studios in Florence 
and Lavender Hill Studios in London, 
the 31-year-old has a classical 
maturity to her painting that is 
reminiscent of last month’s cover 
portrait by John Singer Sargent. 
However, her lively application of 
colour gives her work a modern 
sparkle. She was an ideal candidate 
on paper to interpret the popular TV 
series but she needed a hook. 

Then an idea hit her - what if she 
could paint the cast on set? Phoebe 



ABOVE Edith and 
the Crew on Set at 
Highclere Castle, 
oil on canvas, 
53x32cm 



had visions of capturing Carson 
memorising his lines ahead of a scene 
or Lady Edith having her make up 
retouched. She knew from the series’ 
handsome viewing figures (it regularly 
hits 9 million per episode in Britain 
alone) that there would be an appetite 
for the project, while also satisfying 
her personal interest too. 

Phoebe approached Carnival Films, 
the production company behind the 
programme, to ask whether she could 
visit Highclere Castle in Oxfordshire 
while they were filming the sixth and 
final series, which airs this autumn. 

“They liked the idea straight away, 
although they said that I couldn’t 
portray certain scenes,” she says. 
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PHOEBE DICKINSON 




“I had to be careful of who or what 
I painted, but I’m very happy with the 
results. I’ve got a series of paintings 
that have documented the making of 
this iconic show and it was really fun 
to juxtapose the historical setting with 
the modern cameras in view.” 

Phoebe was given unprecedented 
access during her time at Highclere. 
As a fan of the show, the temptation 
was to watch the plots unfolding 
before her eyes, but she diligently 



RIGHT Study of 
Carson on Set at 
Highclere Castle, 
oil on panel, 
36x21cm 



reminded herself there was work 
to be done. The use of oil paint was 
forbidden on set, but even her humble 
pencil posed a surprising problem 
when the cameras were rolling. 

“The sound of the nib scratching 
across my sketchbook was picked up 
by the microphone so in the end, I had 
to simply observe and take photos. 
The crew were so busy, it must have 
been annoying having me around,” 
she says, laughing. “However, I was 
also allowed to work from Downton 
Abbey's extensive photography 
archive to complete my project back 
in my studio, which was very exciting.” 

Scenes for potential paintings were 
everywhere in the vast Berkshire 
stately home, from the proud State 
Dining Room that is home to Van 
Dyck’s portrait of King Charles I, to the 
beautiful library that boasts almost 
6,000 books. It was the scenes 
involving the female members of the 
cast, however, that regularly inspired 
Phoebe. The actresses’ elegance, 
poise and stunning costumes were 
an ideal complement to the opulent 
surroundings and the artist enjoyed 
watching the cast at work. “I feel as if 
I’ve gotten to know the characters like 
I would during a regular commission.” 

Phoebe’s painting of Carson the 
butler was selected for the Royal 
Society of Portrait Painters’ annual 
exhibition in April and she hopes to 
exhibit more of her Downton Abbey 
paintings at some point in the future. 

In the meantime, however, she’s busy 
completing a second labour of love 
inspired by another prestigious 
property: the Leighton House Museum. 

The striking museum in Kensington 
was once home to the Victorian artist 
Frederic, Lord Leighton and is famous 
for its exotic Middle Eastern interiors. 
Phoebe first visited last year for a 
life-drawing class. “Ann Witheridge 
from Lavender Hill Studios teaches 



there and so I decided to go,” she says. 
“Needless to say I was completely 
blown away. It has such amazing 
architecture and cool features.” 

It was during that first visit that 
Phoebe discovered Leighton House 
offers artist residencies. The 
application process proved hard work. 
She spent an entire family holiday 
trying to write why she was the best 
person for the job, but her words didn’t 
flow as freely as her paint. “I tried 
really hard to impress, but I’m not > 




PHOEBE ENJOYED WATCHING THE CAST AT WORK 

I FEEL AS IF I’VE GOTTEN TO KNOW THE CHARACTERS 

LIKE I WOULD DURING A REGULAR COMMISSION” 
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ANYONE CAN PAINT A SUBJECT THAT IS BEAUTIFUL 

,, BUT ri TAKES A GREAT ARTIST TO FIND ' 

THE BEAUTY IN A DULL, GREY LANDSCAPE” 
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very good at writing. I just wanted to 
show them my artwork and hope they’d 
pick me on the basis of my paintings.” 

Phoebe’s perseverance was 
rewarded and she began her three- 
month residency in May. The stint 
included 10 days of painting inside 
the museum and the opportunity to 
work towards a group exhibition. 

Given the chance to paint inside the 
house this time, Phoebe’s oil paints 
were a whisker away from many 
irreplaceable antiques but she kept a 
level head throughout. “I was calmer 
knowing they were happy for us to 
paint there because the whole point of 
the residency is to paint from life,” she 
says. “The initial challenge was the 
fact it’s open to the public so all these 
visitors would be wandering around 
and it would distract me when time 
was precious. However, many of them 
were experts in Victorian art and 
architecture. I learned a lot.” 

When painting in locations as 
beautiful as Leighton House Museum 
or Highclere Castle, the real skill 
comes in being able to pick your focal 
point carefully. Phoebe could have 
spent an eternity trying to capture the 
glimmer of every sequin on Lady 
Mary’s dress or the pattern of each 
Moroccan tile in Leighton’s decadent 
Arab Hall, but she chose instead to 
follow an impressionistic and 
selective approach. 

With such an obvious flair for 
suggesting intricacies and detail, has 
Phoebe begun her search for the next 
ambitious subject yet? 

“I’d love to do something grand 
again but I wouldn’t want to paint 
another stately home for the sake of it 
- it has to come naturally,” she says. 

“I’m not going to involve myself in 
another project unless it’s something 
that will allow me to progress. My goal 
is to eventually work towards a really 
high-end exhibition with fewer 
sketches and more larger works, 
but it’s hard to fit that all in around 
my commissions.” 

As well as portraits, property 
and Downton Abbey, Phoebe’s other 
passion is painting en plein air. “I love 




ABOVE Phoebe at 
Leighton House 
TOP RIGHT The Arab 
Hall Painted from 
the Staircase at 
Leighton House, 
oil on canvas, 
50x60cm 
OPPOSITE PAGE 
Lord Leighton's 
Staircase, oil on 
canvas, 50x60cm 



working outdoors,” she says. 

“It makes me feel alive.” 

Painting in the elements calls for 
quick decision-making, which helped 
Phoebe enormously at both Highclere 
Castle and Leighton House. She was 
able to spot strong compositions and 
interesting plays of light from a 
distance, before developing those 
observations into paintings. She is 
keen to invest more time into her plein 
air practice as it continues to sharpen 
her skills across the board. “Anyone 
can paint a subject that is beautiful, 
but it takes a great artist to find the 
beauty in a dull, grey landscape,” she 
says. “I don’t think I’m quite there yet.” 
Phoebe is on a constant quest for 
improvement, something that makes 
her admirably humble and self- 
conscious despite her successes to 
date. She is particularly nervous about 
hosting her first painting workshop in 



Spain next year. “I was on holiday 
in Trasierra with a friend at quite an 
artistic hotel and they asked if I could 
return in 2016 to host a series of 
classes, which I’ve never done before. 
I’m not sure how good I’ll be at 
articulating myself, but I think I’ll 
learn a lot from teaching.” 

Phoebe is willing to try her hand at 
anything once, whether that means 
causing a ruckus with a noisy pencil 
at Downton Abbey or overcoming her 
panic of public speaking to teach 
others how to improve their own skills. 
But even if words fail her once in a 
while, her fierce ambition, splendid 
paintings and extraordinary projects 
are speaking for themselves. 

Phoebe’s work features in The Craft 
of Drawing and Painting: Ceiebrating 
Tradition Today, which runs untii 
4 October at the Leighton House Museum, 
London W12. www.phoebedickinson.com 



A PRIVATE PALACE OF ART 

LORD LEIGHTON’S FORMER HOME IS A 
MUST-SEE DESTINATION FOR ARTISTS 

Leighton House was once home to Frederic, Lord 
Leighton, a Victorian painter and president of the Royal 
Academy. He acquired the plot in 1864 to showcase his 
fabulous collection of paintings in suitably grand setting. 
The house’s decadent Arab Hall was inspired by 
Leighton’s travels to Turkey, Egypt and Syria. 

The Grade ll-listed building opened to the public in 
1929 and today holds 81 oil paintings by Leighton in 
its permanent collection, as well as artworks by John 
Everett Millais, GF Watts and John Singer Sargent. 
www.rbkc.gov.uk/museums 
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Artist's Dream Cottage 

Set in the heart of the Sussex countryside with its own section of biuebeii wood, inciuding an 
attached 1 200 sq ft studio suitabie for art ciasses and courses. A perfect home for artists. 




The property is on the market for the first time in 45 years as the owners are retiring from photography. 

It is situated in a secluded peaceful location with rural views and great privacy, yet only 4 miles from Haywards Heath main line 
station to London, Brighton and Gatwick and 8 miles from the county town of Lewes. The cottage comprises sitting room with 
large Inglenook fireplace, dining room, kitchen with separate utility room, three to four bedrooms and a family bathroom. 

The mature gardens of approximately 0.3 of an acre surrounding the cottage are approached by a private driveway with 
parking for several cars and adjacent to the studio there is a swimming pool with a surrounding patio. 

The attached 5 acres of woodland has views to the South Downs and is a perfect location for painting and drawing. 

Offers will be considered close to £775,000 

For full details phone or text 07908 708606 or email jbsales33@btconnect.com 
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CAN’T FIND ENOUGH TIME OR HEADSPACE TO DEVOTE TO YOUR PAINTING? 

AN ARTISTIC RETREAT OFFERS THE CHANCE FOR A PERIOD OF UNINTERRUPTED 
CREATIVITY, AS ALICE WRIGHT DISCOVERS AT CORNWALL’S BRISONS VEOR 









“ARTISTS RELISH THE 
FACT THAT THEY’RE NOT 
EASILY CONTACTABLE 
- THIS IS A FEW WEEKS 
WHERE THEY CAN EAT, 
SLEEP AND BREATHE 
THEIR WORK” 







PHOTOS: ANITA REYNOLDS; LOUISE COLLIS; VISIT CORNWALL/ADAM GIBBARD 



BRISONS VEOR 



F inding somewhere to retreat from the distractions 
of modern life to focus on work amid inspirational 
surroundings is something of a dream for most 
artists. So it’s no surprise that, as word gets out about a 
residential creative workspace on Cornwall’s spectacular 
coastline, applications are flooding in to spend time there. 

Perched on the cliffs of Cape Cornwall about 
10 miles west of St Ives, Brisons Veor offers artists of all 
persuasions, from painters to musicians, a place to stay 
and work for periods of one to four weeks. The property 
was originally part of the boiler house for the local tin 
mine, but was since adapted to provide accommodation 
for up to four people (six at a squeeze), along with two 
studio spaces. 

In 1978, the building was converted by an architect 
and purchased by the American benefactor, Tracy O’Kates. 
It was run on an informal basis as an affordable artists’ 
residence until 1992, when the organisation was registered 
as a charity and a formal board of trustees were appointed. 

Since then it has continued to provide working 
accommodation for creatives, and over the last few years 
has been undergoing a period of revitalisation, including 
some major renovation work. Another significant change 
is that, while the residencies were originally available to 
women only, from 2011 they were opened to men too. 

There is also new focus on promoting the residencies and, 
as word spreads, interest is growing from artists looking for 
a period of uninterrupted creativity in a unique setting. 

“The whole concept is about enabling artists to have 
time to concentrate on their work or a particular project,” 
says Sara Bowler, the trust manager. 

“It’s very isolated, there’s no telephone there and no 
fixed Internet connection. I think people quite relish the fact 
that they’re not easily contactable - there’s that notion that 
this is a week or two weeks where they can eat, sleep and 
breathe their work.” 

Creatives from all disciplines are welcomed and the trust 
is trying to encourage visual artists with a wider range of 
interests to apply, as well as more writers and musicians 
too. While the sea and landscape are a particular 
attraction, Sara says the area also offers a wealth of 
inspiration for possible themes, from the rich local history 
to more contemporary issues, such as climate change. 

It was the spectacular scenery that first drew plein air 
painter Louise Collis to Brisons Veor. She spent two weeks 
there in April and found the experience of staying and 
working in such a remote and beautiful location hugely 
stimulating. Louise painted outside most days, yet even 
when rain prevented her from venturing out she was able 
to work from the studio, with its stunning sea views. 

“I was painting from as soon as I could possibly paint in 
the morning until the sun went down and came back with 
about 40 paintings,” she says. “It was quite intense and I 
was exhausted by the end of it.” 

Painter and printmaker Anita Reynolds also found a 
residency at Brisons Veor an invaluable opportunity to 
become completely absorbed in her work. She spent a 
week there in the winter of December 2014 during a 
three-year project. Outline South West, in which she walked 
the 630-mile South West Coast Path from Minehead in 
Somerset to Poole in Dorset, producing prints along the 




ABOVE A sketch 
by Brisons Veor 
resident Anita 
Reynolds’ Outline 
South West project 
OPPOSITE PAGE, 
CLOCKWISE FROM 
TOP LEFT Anita 
sketching the 
coast; Louise 
Collis’s Rosewall 
Hill Towards St Ives; 
the boats in nearby 
Penberth Cove; 
Louise’s artwork in 
the studio; Louise 
painting on the 
cliff; the Brisons 
Veor studio view 



way. Much of the project involved sketching as she went 
and then returning to her studio to turn the sketches into 
prints, which presented difficulties. “I had a lot of trouble 
when I got back to the studio to remain immersed in it”, 
she says. 

Staying at Brisons Veor enabled her to work in situ and 
stay focused on the project. Anita took her own printing 
press with her so she could sketch during the day and 
make prints in the evening. “It’s very much a proper studio, 
so you can make a mess of it,” she says. “It’s not a holiday 
let, but a proper working place. It feels like a place that a 
lot of people have created work in.” 

The functional nature of the accommodation is 
conducive to a productive, creative atmosphere and 
affordable prices have succeeded in making it accessible 
to as many as possible. The trust is non-profit making and 
from 2016 will charge just £250 per week for up to two 
people out of season, rising to £350 per week during 
peak season. 

Responding to increasing demand for residencies, the 
trust is testing a new application system this year, with four 
deadlines throughout the year corresponding to residencies 
in the relevant quarter the following year. Artists are asked 
to describe their practice and explain what they would like 
to work on during their residency - and why they think they 
should be offered a place. 

Residencies are already fully booked until April 2016 and 
applications have come from as far afield as New Zealand 
and the USA. From painters to poets, artists of all 
disciplines are being lured by the creative promise of 
retreating to this beautiful corner of the world to think and 
work undisturbed by the bustle of modern life. 
www.brisonsveor.org.uk 
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GWEN JOHN’S INTROSPECTIVE 
PAINTINGS OE THOUGHTEUL EIGURES 
AND SILENT ROOMS REELECTED 
THE ARTIST’S TASTE EOR THE SIMPLE 
THINGS IN LIEE, AS HER BIOGRAPHER, 
ALICIA FOSTER, EXPLAINS 



G wen John made a momentous journey during her 
lifetime, not in distance, but rather in environment 
and culture. Born in 1876 in Haverfordwest, a 
small town in Victorian Wales, she made her way into the 
artistic tumult of Paris in the first decade of the 20th 
century via the creative seedbed of London’s Slade School 
of Fine Art. Although her work shifted in style from the 
rigorous, detailed draughtsmanship of her art school 
training to the loose dabs and strokes of pale, chalky paint 
on canvas that characterise her later paintings, her gaze 
remained intensely focussed on female sitters, sometimes 
herself, and sometimes accompanied by her much-loved 
cats: a seemingly quiet and rather conventional subject 
matter. Yet in recent years she has come to be seen as an 
artist who can be understood as truly modern, albeit a 
modernity of the most mysteriously calm and still kind. 

John’s intensity of focus was there from the start. 

Her 1902 Self-Portrait was bought by the Slade professor, 
Frederick Brown, from an exhibition of student work, and 
remains a breathtaking exercise in dispassionate, precisely 
controlled scrutiny. The carefully-painted, unruly strand of 
hair escaping from the otherwise neat hair may be a sign 
that control did not, in this case, mean conformity. 

John would never marry or have children, perhaps 
realising the toll this would take upon her work. Instead she 
was seemingly content to be a young female in the era of 
the ‘New Woman’, a figure who seemed to symbolise the 
possibility of independent life apart from family ties - but 
that is not to say there was no passion. As a student there 
were passionate friendships: subsisting on fruit and nuts 
in student flats near the Slade’s home on Gower Street, 




attempting to walk through France to Rome with her friend 
Dorothy McNeill (later immortalised as Dorelia in paintings 
by Gwen’s brother, Augustus), and then setting up home in 
rented rooms in Paris with two fellow Slade women in order 
to train at James Abbott Whistler’s atelier. He reportedly 
commended John’s fine sense of tone, and indeed there ABOVE A Corner of 

are similarities between both artists’ mastery of nuance the Artist’s Room 

and subtle yet meticulously-ordered palettes. in Paris, 1907-’09, 

Paris brought Gwen John into the sphere of another oil on canvas, 

master in the form of Auguste Rodin. By the early 1900s 31.7x26.7cm 

when she met the great sculptor he was ensconced in the OPPOSITE PAGE 

grandeur of the Hotel Biron on the Left Bank, surrounded Seif-Portrait, 1902, 

by studio assistants and society ladies. John became one oil on canvas, 

of his models (including posing for his 1908 sculpture > 44. 8x34. 9cm 
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GWEN JOHN 



THE CONVALESCENT DRAVJS US INTO THE ATMOSPHERE OF 
CONCENTRATED INTROSPECTION OF THE YOUNG GIRL READING - 
A PRIVATE MOMENT THAT REMINDS US OF THE DUTCH MASTERS” 



Monument to James Abbott Whistler, who had died five 
years previously) and also his lover for a time. 

John learnt plenty from watching Rodin at work: his 
practice of making rapid drawings from life, for example, 
helped to inspire her own experiments with the nude, both 
with other models and with her own body. She visited many 
other studies and galleries in Paris as well, developing a 
wide circle of female artist friends and reading extensively. 
BELOW A Lady The poet Rainer Maria Rilke was Rodin’s secretary for a 

Reading, 1909- while and around 1906 he befriended John and lent her 
’ll, oil on canvas, many books, including volumes of his own work. Rilke’s 
40.3x25.4cm writing has a particularity and power of vision - sometimes 




looking out at the world, sometimes exploring religious 
imagery and feeling - which are qualities that were 
increasingly shared by Gwen John’s own paintings. 

From 1910 onwards John began to read and make notes 
on religious thought, and three years later she was 
received into the Catholic faith. The artist moved to the 
green suburb of Meudon on the banks of the Seine, where 
she began a series of paintings of Mere Marie Poussepin, 
founder of the Dominican order of nuns who had their 
convent there. She also drew congregants in church, often 
sketching from life and then later colouring the drawings 
with flat washes of gouache. 

John’s new choice of subject matter and working method 
was sympathetic to Maurice Denis, an enormously 
influential figure at this time in the French art world, who 
was arguing for a new kind of art in which faith was to be 
expressed in the most modern techniques rather than 
hackneyed academic images of religious ecstasy. In A Lady 
Reading we see one of John’s early attempts to unite a 
recognisably religious subject (she wrote that she wanted 
the figure to look like a “vierge [virgin] of Durer”) with a 
modern interior and technique. John considered Denis 
such an important influence on her work that she included 
one of his pensees sur I’art (or “thoughts on art”) in her 
solo exhibition held at the New Chenil Galleries in London 
in 1926. The pensee she chose talked of Cezanne, whose 
method of working in series and monumental treatment of 
form also had a great effect on her work; indeed, she was 
later to describe a volume of reproductions of his paintings 
that she owned as “very precious” to her. 

Following her New Chenil Galleries show, John was able 
to afford to buy herself a property in Meudon, the mark of a 
successful artist (Rodin had kept a villa there). By this time 
she had acquired an influential patron in the form of the 
American lawyer John Quinn, who had lent her work to the 
seminal International Exhibition of Modern Art in New York 
in 1913, and who was to pay her a regular stipend in return 
for paintings. Flis glamorous girlfriend, the poet Jeanne 
Robert Foster, spent time with the Welsh artist in Paris, 
reporting back to Quinn about John’s meeting with Flenri 
Matisse, and of her fame among the painters there, who 
“all knew of Miss John... and the Salon takes all she will 
send them”. Indeed Gwen John’s status was such that in 
1924 she was invited to send her work into the Salon des 
Tuileries without having to pass before the selecting Jury. 

Establishing her reputation did not mean complacency, 
however. As late as 1936, just three years before her 
death, John was still testing her art against what was 
happening in Paris, taking classes with the artist and 
theorist Andre Lhote. Looking at The Convalescent, one of 
a series of eight closely-related paintings that John made 
on this theme earlier in her career, we can see how it brings 
together the cultural ‘call to order’ after the war, the 
resurgence of classical and tranquil subject matter which 
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characterised many of the leading moderns at this time, 
from Lhote to Denis to Picasso, with an enigmatic 
^ symbolism and a modernist technique of reduction and 
I economy that she refined almost to the point at which the 
I subject dissolves into the medium. We are drawn into the 
^ atmosphere of concentrated introspection of the young girl 
® reading, a quiet, private moment that might immediately 
I remind us of the past, of the Dutch masters, yet we can 
^ also be aware of the great contemporary resonance the 



title and subject matter is likely to have had in a country 
which was itself convalescing from the terrible effects of 
the conflict. At the same time the eye is brought up short by 

TOP LEFT The 

Convalescent, 
1918-’19, oil 
on canvas, 
33.7x25. 4cm 



the paint: the confident, bold, summarisation of the model, 
the chair, the objects on the table, the handling of medium 
so eloquent yet restrained to the point of austerity. It is an 
exquisite balance that is uniquely John’s own. 

Alicia’s new book, British Artists: Gwen John, is published 
by Tate, RRP £16.99. www.tate.org.uk 
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Learn Oils the Right Way with 

MARTIN KINNEAR 



New 2016 Courses available now! 





Do you wish you'd been taught 
to paint properiy? 

Most painters regret that they'd never been 
taught to paint and wonder what would 
happen to their work if they were. 

That's why in 2006 we opened the 
Norfolk Painting School, quite simply it’s 
the place I wish I could have joined when I 
decided to pursue my dream of becoming 
an oil painter. 




Traditional Glazing Skills are suprisingly 
easy to learn to this student's delight. 

Many of our new students are already 
painting in watercolour or acrylic and are 
ready to make the move to oils, however 
we now offer Beginner's Oils courses for 
complete novices. 

We’re not a clique or exclusive society, 
and welcome painters of all abilities and 
from across the world. 

No matter how you paint now, or how you 
want to paint we have a course which is 
right for you. 

We don’t teach conceptual Art however. 



instead we offer practical, structured oil 
painting workshops designed to teach the 
skills you need to find, develop and 
express your own artistic creativity. 

Students tell us it’s the best painting 
school around, and for many artists, even 
a day or two with us has completely 
transformed their painting. 

How it works 

Make no mistake about it, all of our 
courses offer serious art tuition. Our 
workshops are designed to take you from 
complete novice to acomplished oil 
painter, and it's possible to join us at any 
stage in your career. 

In a course day we’ll teach you a method 
(or two), just as they were taught when Art 
schools still had hands on painting in the 
curriculum. 



For instance our foundation courses such 
as 'Simply Oils', teach a method for 




Colour and Brushwork Skills 



Glazing, colorful Impressionism and my 
favourite Ebauche s\y\e, plus basics such 
as making paints dry and choosing non 
smelly materials; once you've tried our 
methods you'll never look back. 



Nobody can master a technique in a day of 
course, but everybody can learn enough to 
practice it at home, so we focus on 
teaching a structured process and leave 
perfecting it up to you. 




In this way we ensure that our students 
take away not just paintings from the 
School, but great ideas for personal 
development . 

Join us in 2016 and save up to £50 

Book before 1 6 October 201 5 for selected 
2016 courses and save up to £50, (offer 
subject to limited availability and booking 
conditions, see online or call for details). 

Please check our website for course 
details and then call Jane on 01328 
730203 or e-mail us at 
jane@norfolkpaintingschool.com 



"The Norfolk 
Painting School truly 
deserves its 
amazing 
reputation" dt 



WWW.NORFOLKPAINTINGSCHOOLCOM 
E: Jane@norfolkpaintingschool.com T: 01328 730203 
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A POSITIVE IMPRESSION OOUNTS 
EOR EVERYTHING, SO SAYS OUR 
GOLUMNIST LAURA BOSWELL 




want to share a story that really brought home to me the 
impact an artist’s social skills can have on their audience. 

My mother died recently and I wanted to buy a piece of 
jewellery in her memory. After looking long and hard at many 
options, I stumbled across a Jeweller manning her own stand 
at an arts festival. I found a beautiful bangle and poured out 
the whole story to her, explaining how significant the purchase 
was to me. Her response was one of complete indifference, 
making me feel both foolish and disappointed. She let me try 
the bangle on, but by then it had entirely lost its magic and I 
knew it wouldn’t do for such a special memory. 

The moment you engage with strangers about your art, 
whether to sell it or Just to explain it, you begin a relationship. 
If you can meet your audience’s curiosity with confidence, 
enthusiasm and a genuine interest in their concerns, you are 
well on the way to giving them good reason to invest in you. 
You may not make a sale every time, but you will make a 
positive impression and perhaps give people reason to 
recommend or return to your work. 

Shyness can be a real barrier to making that positive 
impression. I practise all the time to keep my confidence up. 



chatting to all kinds of people whenever I can. If you can start 
a random conversation with a stranger, it’s easy to talk 
confidently about your work. Enthusiasm is something we all 
have for our art, but letting it shine through - rather than 
falling into apology or seeking reassurance - is another 
matter. Show a client the Joy in what you do and save the 
angst for your family. If you have no enthusiasm in your work, 
you can hardly expect the public to accept your expert opinion. 

If someone is generous enough to share this with you, relish 
that experience. People give you their stories as a way of 
connecting with your work and the more you respect that, the 
more likely you are to win their confidence and secure their 
support. 

www.lauraboswell.co.uk 



ABOVE Chiltern 
Seasons Autumn, 
Japanese 
woodblock print, 
59x42cm 



PEOPLE SHARE THEIR STORIES AS A WAY 
OF CONNECTING WITH YOUR WORK 
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SIR PETER BLAKE’S ILLUSTRATOR 
DAUGHTER OPENS THE DOORS 
TO HER SHARED EAST LONDON 
WORKSPAGE AS SHE PREPARES 
EOR A EIRST SOLO EXHIBITION. 
WORDS AND PHOTOS: STEVE PILL 



What’s the concept behind your first exhibition, 

Now I Am An Artist? 

I’m a jobbing illustrator and I was quite scared - I’ve 
been in group shows but I’ve never had a full gallery to 
play with before. I came up with this idea of drawing my 
own galleries on paper and creating works within them. 
It was a way of making work that I felt comfortable with. 



How did you get started in illustration? 

I did a foundation at Kingston, not really knowing what 
I wanted to do. I Just remember having a tutorial and 
one of the tutors basically saying: “You’re an illustrator”. 
It suited me, all the problem solving and making 
something that is easily understandable to someone. 






IN THE STUDIO WITH 



How did you make the artworks? 

I drew the galleries and sent them out to a digital 
printer to make fine art giclee prints. I then hand- 
finished each print with collage and paint. 

I spotted some unusual tins of paint in your studio 
What do you use them for? 

It’s called 1 Shot. It’s sign-writer’s paint - enamel 
paint, basically. It’s got a really glossy finish to it and 
the colours are so beautiful. It’s nice on the prints 
because it is so different to the flatness of the paper. 



What commissions did you do to begin with? 

I started off doing really bad business and financial 
magazines, stuff like that. I was really depressed about 
it. A friend gave me the email address of the art director 
of the Opinion pages of the New York Times. I cold- 
emailed him and he gave me a Job the next day. Once 
I had that on my client list, I just got way more work. 

What’s the strangest commission you’ve received? 

It was for a Japanese toilet company. I got this email 




32 Artists & Illustrators 






44 

MY STRANGEST JOB? 
ILLUSTRATING A MANUAL 
FOR A JAPANESE TOILET 

ff 



addressed to ‘Mr Rose Blake’ saying they’d like me 
to be the illustrator for a toilet called the Washlet. 

It cleans you after you’ve used it and they wanted me 
to draw a frog showing you how to use the toilet for the 
manual. I turned around to the studio to see if 
someone had sent it as a joke! 

Despite having a famous artist father, you seem to 
have very much done things on your own terms. 

Was that a conscious decision? 

I don’t want to live off his reputation. I think about it 
every day, it’s obviously very present, but I’ve never 
gone to an art director and said, “This is my dad, can 
you hire me?” I love him and he’s helped me so much 
through his mind and being my dad, but I would never 
try and get work off the back of that link. 

Do you chat about art a lot at home? 

Not really. Dad will show me what he has been working 
on and he’ll want to know what I’ve been working on, 
but we’re more likely to talk about The Archers. 

Did your parents encourage your artistic side early on? 

They just let me get on with it. I was always adamant 
that I wasn’t going to get into the arts, but my dad always 
thought that I would even when I said that I wouldn’t. 
When I was younger, they’d take me to shows all the 
time so I’d just happen to see these amazing things. 

What are you like in the studio? 

I’m really boring. I get to the studio early and I work 
through. I’ll have a 20-minute lunch break but I am 
pretty focused all the time. My studio is really quiet 
today but there are 10 of us in there normally so it can 
be really noisy. You have to just put headphones on 
and get into the groove. 

Would you ever consider a space of your own? 

I really like having people around, especially the people 
I share with. It has been really hard doing the show in 
this space though. I can’t really have work out all the 
time and I’ve had to apologise for taking up lots of 
space. I would like a dedicated studio for that. 

What’s next for you? 

I am doing a children’s book with Wide Eyed Editions. 

I’ll be starting work on that as soon as the private view 
is finished. I’ve also had an idea for the next show as 
well. I’ve got a big list of all the ideas I want to do. 

Rose’s exhibition, Now I Am An Artist, runs from 
7-31 October at Rebecca Hossack Art Gaiiery, Chariotte 
Street, London Wl. www.iamrosebiake.com 
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Painting Holidays in Italy 



''They have found the perfect formula for a wonderful holiday” Daily Telegraph 



• Perfect holiday for people travelling alone or 
friends/partners who wish to come on the 
holiday together but do different activities 
(cooking or photography available). 



Fully organised painting holidays in high 
standard hotels, professional tuition for all 
levels of ability, excellent food, wine and 
interesting excursions 



Exciting new programme - lovely hotel on 
the shores of Lake Garda with a night at The 
Verona Opera 



Over 85% of our guests return every year - 
some even three times in one year! 



www.pamtmginitaly.com 

Freephone: 08081 185729 • Email: info@paintinginitaly.com 
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THE UK'S LIVELIEST & BIGGEST art materials show! 






Supported by 






Adults £10.50 in advance, £12.50 on the door 
Seniors £9.50 in advance, £11.50 on the door 

Buy tickets on-line WWW.khfeveiltS.CO.uk Ticket Hotlir 



I ALL THE LATEST SUPPLIES a 
INNOVATIONS FROM ALL 
THE LEADING ART SUPPLIERS 

FREE WORKSHOPS & 
DEMONSTRATIONS 

TOP TIPS FROM ART 

GUILDS a SOCIETIES 

PRE-BOOKABLE 
WORKSHOPS ORGANISED 



DATE FOR YOUR DIARY! 



Thurs 5 - Sun 8 
November 2015 

NEC, Birmingham 

Open 9.30am - 5.30pm (Sun 5pm) 



£2 

OFF 



01425 277988 



EACH ADULT AND 
SENIOR TICKET 
IF ORDERED BY 
MON 2 NOV 2015 

ICHF Events 
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FABIO CEMBRANELLI IS FAMED ACROSS THE WORLD 
FOR HIS FLAMBOYANT WATERCOLOUR STYLE AND 
INTUITIVE DEMONSTRATIONS. DURING A RARE VISIT 
TO THE UK, LAURA BROWN FOUND OUT WHY THE 
BRAZILIAN RAINTER THINKS IT IS TIME FOR US 
BRITISH ARTISTS TO LOOSEN UR A LITTLE 



TOP Flower Demo, 
watercolour on 
paper, 58x41cm 
RIGHT Fabio at 
his previous 
workshop in Le 
Vieux Couvent, 
Frayssinet, France 




W hat could be more quintessentially British: a 
watercolour class by an artist renowned for 
painting flowers in the green, rolling landscape of 
Cheshire? Flowever, the crowds have ventured to the lush 
village of Ledsham not to meet a local master, but a 
Brazilian painter in the middle of an international jetset 
schedule. Fabio Cembranelli’s pacy, wet-in-wet watercolour 
technique injects a sense of flair into floral and landscape 
painting, making it less about accuracy and more about 
capturing a fleeting moment with confidence and skill. 

Sitting in the Sandpiper Studio after his sold-out 
workshop, Fabio reflects on our collective passion for 
watercolour. “Flere in England it is a culture - watercolour is 
a very strong medium. It was interesting to see that most of 
the people that came here already had a style of painting. 
My style is very loose, I paint with a lot of water and I paint 
quick, so it’s interesting to see all these students that have 
work that’s very detailed”. Fie pauses. “I show them to paint 
in a more intuitive way, more free.” > 



Ji 
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“I’D LIKE TO PAINT THE NORTH-WEST OF ENGLAND. 

THE SKY IS TOTALLY DIFFERENT TO OTHER PARTS OF THE WORLD 

- THERE IS A BEAUTIFUL QUALITY TO THE LIGHT HERE” 



Does he think that the way in which the British approach 
watercolour is symptomatic of our famed stiff upper lip? 

“There is a contrast between my style and the style of 
most of my British students,” he suggests. “It’s not exactly 
that I paint what I see, but I paint what I feel. There are 
some colours in front of me, some kind of compositions 
that I’m going to remake in my mind. My approach is more 
instinctive: close your eyes, look at something, then take 
the essential elements.” 

This fast-paced approach to capturing a moment is why 
he tends to have such wet paper. He starts with a central 
focal point that he will then work around, experimenting 
with colours often spontaneously. It is a technique he 
needs to practice regularly, like a muscle. 

“Almost every day I try to do something where I don’t 
know exactly what’s going to happen. It’s like blind painting 
- you feel what’s in front of you and then close your eyes 



and start making things happen here,” as he points to his 
head. It’s a dynamic and flamboyant technique that seems 
in keeping with the young, dashing Brazilian painter. Picture 
yourself sitting in a watercolour class as the man from Sao 
Paulo tells you to feel more, to paint from the heart, and 
try not to swoon, even a little. But, still, why the subject 
matter? Are flowers in keeping with this flair? 

“I don’t like lines.” He chuckles and then shrugs. 

“Maybe this is the reason I graduated as an architect 
and then didn’t want to work as one.” 

Fabio’s painting began as a hobby. The first subject he 
chose were flowers and he Just kept on painting them. 

“I don’t know why exactly, maybe I am attracted to them 
because it’s something that I know?” 

He frowns slightly and leans forward. “It is very difficult ABOVE Flower Field, 

to explain,” he says, struggling a little for the right words. watercolour on 

“A flower is only going to be there for one day because it is paper, 59x42cm 
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FABIO CEMBRANELLI 





going to fade, it’s going to die. In two or three hours, this 
poppy will start to fade,” he says, gesturing at one of the 
subjects, “so I have to work quickly to capture it.” 

The same can be said for light. One of the most striking 
features of his work is the white space he leaves around 
the main subjects, almost as if to suggest bleached light. 
His paintings are like a memory of a hot summer: the 
fleeting glimpse of a hanging basket on a balcony or a 
window, the scent of flowers on a table as you pass by. 

“It’s very important because when you have the white of 
the paper you have the most powerful light in watercolour. 
It’s like a challenge when I’m painting, I need to leave the 
white spaces and I know it’s not so easy to do it in 
watercolour. The more white I can save the more I’m going 
to have a powerful composition.” 

To allow the painting to evolve quickly and freely, 

Fabio believes that a background in drawing and an 
understanding of composition is essential. This is why he 
thinks there is such a clearly defined watercolour culture in 
the UK: drawing and sketching are a fundamental part of 



art education here. “If you’re going to do some intuitive 
painting, you need to draw, to understand howto put things 
in a composition. Then you can say to yourself I’m not going 
to draw, but I know the composition rules.” 

Fabio travels a great deal. Since May, he’s been 
spreading his ethos of intuitive watercolour painting in 
workshops across England, Scotland, France, Italy and 
Canada, with trips to America and Australia planned for 
this month. Everywhere is different, he says. 

“When you look at work in England, you know this is a 
work from someone English. When you look at [a painting 
by] someone who lives in France, you know it’s a typical 
French work. There are different subjects, colours. The UK 
palette is beautiful and very subtle, all greens and cool 
colours. There are no strong contrasts.” 

In fact, according to Fabio, you should forget listening for 
an accent - you can tell where a watercolour artist comes 
from purely by their palette. Even during a painting holiday 
in Italy, he says he could spot the English students simply 
by their chosen colours. As he looks out the window, it 
suddenly becomes clear to him why that is: “There is a kind 
of mist here. It’s not the same in Italy, where you can see 
further away. Here it’s greener, but very misty.” 

“I’d like to come back and make some landscapes,” 
he says of the northwest of England. “The sky in England 
is totally different from other parts of the world - there is 
a beautiful quality to the light here.” 

Talk turns to the rich orange and red hues that will 
surround the studio as autumn approaches and Fabio is 
keen to return later in the future. “Each country has its own 
landscape, colours and mood, so I need to be influenced 
by them. If I am teaching in Scotland, for example, my work 
would change a bit. I am sure all the Scottish sky colours 
would feature in my upcoming paintings. I use my travels to 
observe new countries, new colours, new ways of looking 
at the same subject, new cultures.” 

As he continues his quest to teach the world to paint, 
Fabio’s flamboyant style might just rub off on us Brits too. 
www.fabiocembranelli.com 



ABOVE Fabio hosts 
a workshop at 
Sandpiper Studio 
ABOVE LEFT AND 
RIGHT Two of his 
demonstration 
paintings 
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Kurt Jackson 
Spring, Wytham Oak 



afekson 



Bath & North East 
Somerset Council 



Victoria Art Gallery 
1 0 October - 3 January 201 6 






By Pulteney Bridge Bath BA2 4AT 
Tel 01225 477233 www.victoriagal.org.uk 
Tue to Sat 1 0.00-5.00 Sunday 1 .30-5.00 



victoria Art Gallery 




LAMINA 

an exhibition by Ros Poton 

5 sept - 3 oct 

The Grant Bradley Gallery 
Bedmtnster Parade, Biistol 
www.g ra n tbra dleyga llery.co.uk 

"I warit to linger in that short space of time and place that 
sits between □ post and o future, and then is gone" 










The Art Trading Company 

"...a truly excellent art materials shop" 



EAST COAST NET 



55 Earsham Street, Bungay, Suffolk NR35 1AF 
tel: 01986 897979 
www.TheArtTradingCompany.co.uk 
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COMPETITION 
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BE ONE OF THE FIRST TO TRY WINSOR & NEWTON’S NEW RANGE OF RIGMENT MARKERS 



I 

£ 
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Ever since William Winsor and Henry Newton 
first experimented with pigments in 1832, 
the duo’s namesake company has remained 
one of the world’s most innovative art 
materials brands. From screw cap tubes and 
watercolour pans to oil bars and designer’s 
gouache, Winsor & Newton has lead the way 
with new innovations and exciting products. 

Following in these illustrious footsteps 
comes the brand new pigment markers. 
Using Winsor & Newton’s patented fine art 
pigment technology, there are 107 beautiful 
lightfast colours to choose from, all with dual 
nibs and an ergonomic design that offers 
unprecedented levels of precision and control. 

There’s also a unique white blender that 
let’s you mix an unlimited colour palette and 
experiment with different textures and tones. 
Developed over three years, Winsor & 

Newton Pigment Markers have been 
exhaustively tested by some of the world’s 
finest artists and illustrators, including Will 
Broome, Christopher Corr and Gary Webb. 



NO ORDINARY COMPETITION 



Winsor & Newton are launching these new 
Pigment Markers in November but you could 
be one of five lucky readers to try them first 
by entering our prize draw. These special sets 
of 24 markers are not available anywhere 
else. For more information on the Pigment 
Markers, read our review on page 50 or visit 
www.winsornewton.com/uk/pigment-marker 



HOW TO ENTER 



For your chance to win, enter online at 
www.artistsandiliustrators.co.uk/ 
competitions by 8 October 2015. 
Alternatively, fill in the form on the right 
and return it to: Pigment Markers Prize 
Draw, Artists & Illustrators, Cheisea 
Magazine Company Ltd., Jubiiee House, 

2 Jubiiee Piace, London SW3 3TQ 
Three entries will be chosen at random 
and notified after the closing date. Terms and 
conditions apply. For more details, please 
visit www.cheiseamagazines.com/terms 



PIGMENT MARKERS 
PRIZE DRAW 

Name: 



Address: 



Postcode: 



Emaii: 



Teiephone: 

Please tick here if you subscribe to Artists & Illustrators □ 
The closing date for all entries is 8 October 2015. 

Please tick here if you prefer not to be contacted by Artists & Illustrators □ 
or our competition providers □ 










Portfolio Plus is an online gallery for /Art/sts & Illustrators readers 
that lets you share, showcase and sell your work to more than 
104,000 unique visitors to our website every month - sign up 
today at www.artistsandillustrators.co.uk/register 



1. Amanda Bee, Cottages at Levant Tin Mine, www.artistsandillustrators.co.uk/amandabee • 2. Richard Cave, The LANZ. 
www.artistsandillustrators.co.uk/richard-cave • 3. Sally Banks, My Never-Never Piant www.artistsandillustrators.co.uk/sally-banks 
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• 4. Santiago Caradeux Franulic, Marie Claire, www.artistsandillustrators.co.uk/santiagopainter • 5. Margaret Jarvis, Flintstones. 
www.artistsandillustrators.co.uk/margaret-jarvis • 6. Auriol Luckhurst, Downtown Manila, www.artistsandillustrators.co.uk/auriol-luckhurst 
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BROOKER 



THE 'author of THE POPULAR PORTRAIT PAINTING ATELIER HAS TURNED HER ATTENTION 



TO LANDSCAPES. SHE SHARES HER APPROACH TO BOTH GENRES WITH STEVE PILL 






B y rights, American painter Suzanne Brooker 
should be one of the world’s most confident 
artists. Her first book, Portrait Painting Atelier, 
remains on the bestseller lists some five years 
after it was first published, while places on the 
courses she teaches at the prestigious Gage Academy of 
Art in her home city of Seattle are constantly in demand. 
Her own art has flourished during this period too, so it is 
reassuring for the rest of us to discover that she still 
struggles with certain fundamental aspects of her practice. 

In her forthcoming second book. The Elements of 
Landscape Oil Painting, she asks a question that doesn’t 
often feature in such expert guide books, yet almost every 
artist will find themselves pondering at one point or 
another: can this be painted? 

And, like many of us, Suzanne delights in attempting 
those subjects where the answer to this question isn’t 
always a definite yes. “I’m currently working on two larger 
paintings where the strongest light is in the background 
and the foreground is cooler and darker under the tree 
canopy,” she says. “My challenges are how bright and 
colourful can the background be without popping forward? 
And how can I keep the cool darks colourful?” 

Through a series of studies, Suzanne is able to answer 
these questions in paint as she has added a thicker, impasto 
foreground and experimented with the effects of colour 
intensity by introducing more neutral greens into the mix. 

It is this methodical approach to painting that makes her 
such an engaging tutor and author. “Learning landscape 
painting can be overwhelming for the beginner or 
intermediate painter as I discovered teaching numerous 
classes,” she explains. “Each component of the landscape 
demands a certain focus to colour mixing and brush 
techniques. For example, how do I make the clouds fluffy or 
the ground solid? By dividing the structure of The Elements 
of Landscape Oil Painting into these areas of emphasis, 
each element could be carefully studied and practiced.” 
Suzanne’s own landscape studies began during a 
summer backpacking trip. Venturing deep into the 
American wilderness, she found herself her balanced on a 
log, working on gesso-primed watercolour paper. For the 
trip, the young artist had packed her oils in a watercolour 
box and decanted solvents into a vitamin bottle, the latter 
helping her to create beautiful transparent washes of 
colour. The results were charming yet crude, she says, but 
more importantly she alighted on a subject that she 
continues to explore today: the contrast between the 
solidity of rocks and the fluidity of water. 

Suzanne believes a period of painting on location can 
be a great way for any artist to shake up their practice. 




“Working en piein air challenges a painter to adapt new 
methods and approaches that disrupt their usual painting 
habits,” she says. “If you are devoted to detail, then you’ll 
be challenged to consider the big masses and shapes in 
the composition. If you’re obsessed with colour matching 
when working from photographs, then you’ll be forced to 
consider the relationships between values as a priority over 
finding the perfect green colour note. Likewise, timid 
painters are forced to work quicker using thicker paint, 
bigger brushes and more vigour in their brush handling. 

The benefit of this experience is that it invigorates paintings 
done in the studio, while skills learned in the studio make 
the fast decisions or intuitive responses outdoors possible.” 
With this in mind, atelier portraiture and landscape 
painting on location might seem like two subjects suited to 
two very different types of artist, yet Suzanne has bridged 
the gap effortlessly across the course of her two books to 
date. The key, as she sees it, is a shared emphasis on > 



ABOVE Fast 
River Study I, 
oil on canvas, 
53.3x33cm 
OPPOSITE PAGE 
Wilderness Lake, 
oil on panel, 
45.7x30. 5cm 
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working from direct observation. “It is the best practice 
for an artist to develop a keener perception of the visual 
world,” she says. “Drawing is an important part of this 
process as it transforms the casual glance into a 
penetrating gaze - from looking into seeing.” 

As a big believer in direct observation, Suzanne warns 
artists about the limitations of using a camera in her latest 
book. Nevertheless, she is also the host of an online video 
lesson on the Craftsy website entitled Painting Better 
Portraits from Photographs. As such, she has something of 
a love-hate relationship with the medium as an artistic tool. 
“Working from photos can be either helpful or harmful to 
the painting process. For instance, in a portrait photo, the 
lighting of the subject is critical to obtaining information 
about the form and feature details. Working from a weak 
image will often produce weak results unless a painter has 
enough experience to fill in the missing visual information.” 
In contrast to this, Suzanne also warns that cameras can 
be “deceitful” and believes a photo can tempt an artist into 
including too much detail and failing to establish a 
hierarchy within a composition. Her advice in both cases is 
to always undergo a period of “translating” the photograph 
by studying the image carefully, interpreting the areas that 
have been flattened and re-establishing a sense of depth 
and distance. Ask yourself: if the subject were still in front 
of you, what would your eye be drawn toward? 

Posing such questions is a key part of Suzanne’s 
practice. “I begin problem-solving my painting with some 
basic questions: was this painting a struggle to paint 
because I neglected to prepare the surface with enough 
care? Was the toned ground a good choice for this light 
condition and palette? When I examine the paint surface 
are there places that seem under-painted or overworked? 
Have I achieved a good balance between the colour notes 
and values or in other words, is everything in a murky 
middle value? Is the sky too dark, gloomy not glorious? 

Are my edges indifferent or the shapes dull? Could the 
lights be brighter, more intense in colour? The worst 
problem is when everything seems well done but 
predictably dull or bland or poorly designed in the 
composition and this is when drastic action is needed.” 

One of the most contentious topics for a landscape 
painter is whether to use pre-mixed tubes of green pigment 
or create your own through a blend of yellows and blues. 
Suzanne lays out both approaches in her book, but when 
pushed to reveal her own personal preference, she says it 
is often a case of asking what it is that the subject requires. 
A yellow-green tree might be better served by a range of 
pigments, whereas a tree reflected in water might suit a 
mix with a Phthalo Blue base. “Taking the time to explore 
colour mixing with test swatches builds our experience using 
different pigments and visual memory as painters, allowing 
us to respond more intuitively to pigment selection.” 
Suzanne has developed that level of intuition over a 
varied career to date. After graduating from the California 



“WORKING FROM DIRECT OBSERVATION IS 

THE BEST PRACTICE FOR AN ARTIST 



TO DEVELOP A KEENER PERCEPTION OF THE VISUAL WORLD” 




TALKING TECHNIQUES 



Institute of Arts in 1979, she worked variously in film, 
graphic design and collage. Periods at New York’s School of 
Visual Arts and Seattle’s Gage Academy of Art followed, 
before completing a masters in figurative painting under 
Domenic Cretara at California State University. “Under his 
instruction, not only did I regain faith in my own vision as an 
artist, but also I witnessed in his work the passion and 
scholarship required to pursue life as a painter,” she says. 
“Needless to say, this influenced my decision to dedicate 
these last 15 years as a teaching artist and author.” 
Suzanne’s main ambition is to combine a contemporary 
approach to paint application with more traditional, 
atelier-style techniques. She particularly admires the 
painters of the Barbizon School, such as Camille Corot and 



Narcisse Virgile Diaz de la Pena, who worked in the Forest 
of Fontainebleau in the mid-19th century. “Studying the 
works of Old Masters is useful if you ask the right questions 
- for example, if you ask a Cezanne about the power of 
warm and cool colours to craft space or a Courbet about 
the effective use of the palette knife, then their works 
become valuable lessons as well as beautiful paintings.” 
While Suzanne’s books are two of the finest contemporary 
guides to oil painting, she is still self-critical. “I like to 
remember that every painting gives us the opportunity 
to learn what to do better in the next one. If you can find 
what’s not working then you know exactly what to practice.” 
The Elements of Landscape Oil Painting is published in October 
by Watson-Guptill. www.suzannebrooker.com 



RIGHT Portraits of 
Men, Metaphors of 
Wood: Doubt, oil on 
canvas, 91x81cm 
OPPOSITE PAGE, 
FROM TOP 
Fragonard's Tree, 
oil on canvas 
board, 61x45.7cm; 
Sky Over Water, 
oil on canvas, 
25x25cm 




MASTERCLASS 




PORTRAIT 

STORIES 



A GREAT PORTRAIT SHOULD 
OOMMUNIOATE SOMETHING OF THE 
PERSON BEYOND A MERE LIKENESS. 
MATT JEANES ATTEMPTS A RARE 
SELE-PORTRAIT TO SHOW YOU 
HOW IT’S DONE 



YOUR PORTRAITS TO 



CREATE A MORE 



CONTEMPORARY 



SIMPLIFY THE 



BACKGROUND OF 
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A self-portrait can be a trickier 

proposition than painting a portrait 
of someone else. When you paint 
another person, it is easier to simply paint 
what you see, but with a self-portrait, the 
temptation is to try and convey much more 
about yourself and your personality. Also, if 
you try to paint yourself in a mirror, you are 
only seeing the reverse of the real you. 
Despite regularly painting portraits of other 
people, it has been 10 years since I last 
attempted a self-portrait so I thought it was 
time to set myself the challenge again. 

In this demonstration, I will show you how 
to keep your skin tones clean and how to use 
masking fluid to create interesting patterns 
and textures. I will also show you the 
importance of picking a strong photograph 
as a starting point. 

A good portrait should try to communicate 
something to the viewer. It should be an 
interesting image that is more than just the 
head, shoulders and a smile; it needs to tell 
a story. This is something that is a little 
easier to control with a self-portrait. 

Begin by thinking about your pose, what 
you are wearing and what emotion you want 
to convey. I worked from a photograph so I 
made sure that the pose and stance was 
recognisably ‘me’ before I even looked at 
the face. Once you are happy that the 
chosen reference photo or sketch really 
sums up your style and stance, it is time 
to begin the portrait. 
www.matthewjeanes.co.uk 



YOU WILL NEED 



PAINTS 

Cadmium Red, Cadmium Orange, Cadmium 
Scarlet, Cerulean Blue, Antwerp Blue, 
Prussian Blue, Neutral Tint, Naples Yellow, 
Yellow Ochre, Burnt Sienna, Burnt Umber, 
Green Gold, Quinacridone Gold, Sap Green, 
Indigo, Payne’s Grey and Mars Black, 
all Winsor & Newton Professional Water 
Colour; Permanent White, Winsor & Newton 
Designers Gouache 
PAPER 

Fabriano Artistico Acquarello SOOgsm 
cold-pressed watercolour paper, 56x76cm; 
cartridge paper and tracing paper 
BRUSHES 

ProArte brushes, sizes 1-12; Royal 
Sovereign Taper Point Colour Shaper 
PENCILS 

A range of Caran d’Ache coloured pencils, 
various colours 
MASKING FLUID 




I began by creating a drawing on cartridge 
paper and tracing it onto watercolour paper. 

I did this to reduce the amount of pencil 
marks and need for rubbing out that might 
damage the surface of the better quality 
watercolour paper. With the drawing in place, 
I used a colour shaper with Winsor & Newton 
Clear Masking Fluid to mark out highlights 
that I wanted to reserve. 



When starting any portrait, it is always good 
to pick out a couple of what I call ‘likeness 
pointers’ - elements that will identify the 
subject easily. I began by defining my eyes, 
hair and stronger shadows using Neutral Tint 
- this is a good colour to use for the darkest 
points at this early stage as it won’t bleed or 
contaminate paler colours later. 




Once the Neutral Tint was dry, I added some 
pale colour washes. Skin tones vary, but I 
generally find a combination of Naples Yellow, 
Cadmium Red, Cadmium Orange, Cadmium 
Scarlet and Burnt Sienna will give a great 
starting point if lightly mixed and applied in 
delicate layers. I also echoed the red, yellow 
and orange tones in the rest of the image 
with light applications of those colours. 



I removed the masking fluid from my hair and 
painted over the area with Yellow Ochre and 
Quinacridone Gold. I kept the masking fluid 
on the other highlights though. I also 
accentuated the strong shadow areas with 
Neutral Tint. Concentrating on the face and 
hair, I used Burnt Umber and Indigo to 
deepen the colours and some orange and 
red mixes to bring out the light. > 



Artists & Illustrators 47 







1 5 REFLECT THE SHADOW^ 

Shadows are generally blue biased but don’t 
be afraid to paint hints of red, purple, green 
and so on if you see them. Shadows also 
feature reflected colour - if you are wearing a 
red top, for example, you may notice a slight 
reddish reflection on the underside of your 
face. My reference photo was lit from above 
with a yellowish light that I suggested here. 



|6 CONSIDER PATTERNSi 

Turning attention to my clothes, I painted a 
Green Gold wash on the trousers. My striped 
top presented an interesting challenge. When 
painting patterns you can go one of two ways: 
either a loose impression or a detailed 
representation. In situations like this, study 
the lines closely and use them to suggest the 
contours of the body underneath the fabric. 






7 WORK WET-IN-WETl 

For the strap of my bag, I applied a Cadmium 
Orange wash and then bled a Mars Black 
wash into it. I released the pressure on the 
brush a little as I moved up to let the orange 
layer show through and suggest the required 
highlight. Always start with the lighter colour 
when working wet-in-wet like this - starting 
with black would have muddied the orange. 



























I wanted to deepen the shadows in the folds 
of the clothes so I applied some more 
masking fluid to keep the colours that had 
already dried protected from the subsequent 
washes. Paying close attention to my 
reference photo again, I added in some 
bigger washes of bolder colours here, such 
as Antwerp Blue, Indigo and Sap Green. 
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MASTERCLASS 




To avoid the figure ‘floating’ on the page, 

I decided to add a suggestive blue wash of 
colour. I drew a fine line of masking fluid 
around one side of the figure to protect it and 
mixed up several pots of rich Indigo, Antwerp 
Blue and Prussian Blue. I painted Clearwater 
on to the area I wanted to be blue and 
dropped in pure colour. Let this bleed and, 
if it pools, move it around with a dry brush. 



When the background was dry, I removed any 
remaining masking fluid. Removing masking 
fluid can leave you with slightly rough edges 
to your shapes and so now is the time to 
touch up any areas that may need a little 
extra attention. Painting over the rough lines 
and blending them a little makes them less 
obvious without losing the overall shapes. 



At this stage, it can often be beneficial to 
come back to a painting with fresh eyes the 
next day. This allows you to spot any flaws - 
things like a lack of symmetry in the face, for 
example. Adding some subtle coloured pencil 
marks can help fine tune certain areas too. 
Don’t go too far - you want to define a few 
key areas and add some much needed focus, 
without overworking the whole painting. 




12 FINISHING TOUCHES 



I finished by adding highlights to the buttons, 
sunglasses and other features with the 
Permanent White gouache, which can really 
bring a painting to life. Gouache works well 
over watercolour because it is opaque and 
sits cleanly on the surface. It also mixes 
perfectly with watercolour so you can tint the 
white a little for more subtle highlights. 









ON TEST 



PIGMENT 

MARKERS 

Winsor & Newton, £4.99 each 

STEVE PILL GIVES HIS FIRST VERDICT 
ON THIS NEW RANGE OF PAINT PENS 

When Winsor & Newton first previewed its new pigment 
markers range at Frankfurt’s Paperworld trade fair in 
February, the company did so with a level of secrecy and 
security normally reserved for NASA blueprints or nuclear 
weapons. Kept behind closed doors, only invited guests 
could view the products and confidentiality agreements 
were signed. The message was clear: this is a major launch. 

At first glance, it wasn’t entirely clear why. Paint pens 
have been the launch of choice for art manufacturers in 
recent years, from Liquitex’s Paint Markers and Derwent’s 
excellent Line Painter range, to Winsor & Newton’s own 
Water Colour Markers. Where the Pigment Markers are 
advancing the cause is in terms of the quality of pigment 
and versatility in the blend. 

While we can’t verify the claims that the markers’ 
pigment is lightfast for 100 years, the selection of the 107 
available colours that we tested were every bit as rich, 
distinctive and vibrant as one would expect from one of 
Britain’s oldest paint manufacturers. The blending 
possibilities are equally impressive too. In the photo on the 
top right you can see our rudimentary attempts at blending. 
The revolutionary step here is the bottom mix, which was 
made with the unique White Blender. Whereas the Colourless 
Blender creates a fluid mix and often soaks up the colour in 
a manner similar to lifting out watercolour, the White Blender 
is opaque so leads to a softer, almost chalky transition. 

With this in mind, Winsor & Newton’s choice of brand 
ambassadors for the new product is a little misleading. 
Clearly targeting the younger design and illustration crowd, 
much of the artwork created is very graphic and street 
art-influenced. In truth, the natural audience for these 
markers would appear to be more of a refined lot. It would 
be fantastic to see how a botanical artist or fashion 
illustrator might utilise the controlled washes and precise 
line work that can be wrought from the markers’ two nibs, 
and likewise the portability of the markers and the White 
Blender’s chalky nature could revolutionise an oil painter’s 
sketchbook work. 

One note of caution: the samples you see here were 
all made on Winsor & Newton’s 75gsm Smooth Coated 
Marker Paper, but when we attempted to use the markers 
on traditional SOOgsm hot-pressed watercolour paper, the 
results were disappointing. Despite being a similarly 
smooth surface, the vibrancy of the colours was lost and 
the lines were scratchier, like a felt-tip pen that was running 
out of ink. This may limit the scope for what is otherwise a 
very promising new launch. 




PIGMENT ON SCRAP 



PAPER TO PREVENT 



Mixed by overlaying two colours 



Mixed with the White Blender marker 
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Contact + Info 
T/F +44 (0) 207 738 8884 
E info@drawpaintsculpt.com 
www.drawpaintsculpt.com 



W0012/14 West Wing 
Basement Studio 
Westminster Business Square 
1-45 Durham Street, SEll 5JH 



CALL TO 
ARTISTS 

FOR THE LANDMARK 
ART FAIRS 2016 

Spring Art Fair takes place 
20th, 21st and 22nd May 2016 

Autumn Art Fair takes place 
14th, 15th and 16th October 2016 

For information please visit 
wwwlandmarkartscentre.org 
or email ben@landmarkartscentre.org 

DEADLINE FOR APPLICATIONS 
FRIDAY 22ND JANUARY 

© LANDMARK 
ARTS CENTRE 



CEIEBRATING 20 YEARS 1995 - 2015 



Ferry Road, Teddington, TWll 9NN : 020 8977 7558 
LandmarkArts n Landmark Arts Centre 

Registered Charity No: 1047080 




HARROGATE 
INTERNATIONAL 
VISUAL ARTS 
EXPO 2U15 



BOOKYOUR 
STAND NOW! 



HarrogateArtExpo.com 



• SELLYOURWORK 

• BUILD YOUR CLIENT LIST 

• NETWORKWITH OTHERART 
PROFESSIONALS 



Be a part of HIVE 20 1 5, the Harrogate 
International Visual Arts Expo 20 1 5, the largest 
art expo & fair in the north! 



HIVE 20 1 5 takes place at the Harrogate 
International Centre and offers a fantastic selling 
opportunity to artists, photographers, sculptors, 
art suppliers, framers, restorers, insurers, 
galleries, dealers and any other businesses 
servicing the art industry. 



Email: info@red-dot-events.co.uk 
Or call: 01 480 700890 



Quote ‘AIM002’ to get 
10% discount on stand fees! 



Would you like FREE TICKETS to HIVE? 
Pre- register at our event website for free entry: 



'^Pec/a/ 
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YOUR QUESTIONS 



FASHION 

ILLUSTRATION 

J WITH CLIENTS RANGING FRGM CHANEL, DIGR 
AND VOGUE, TG TIFFANY’S, TGRSHGR AND 
HARRGDS, DAVID DOWNTON IS RERFECTLY 
RLACED TG ANSWER YGUR ILLUSTRATIGN QUERIES 



What sketching materials would you recommend for 
a budding fashion illustrator? 

Cheap A2 and A3 paper - the more the better. It helps if it’s 
slightly transparent so you can see the previous drawing 
and incorporate anything good about it into the next one. 

I use graphite pencils - 6B or 4B - and a brush pen with ink 
cartridges. I’m not precious about anything when sketching 
and assume most attempts will fail. 



Should I plan my pictures with sketches or try to work 
more intuitively? 

I plan everything with endless sketches and revisions. 

When the drawing looks right, I put it on a lightbox and let 
it guide me towards the final piece. The drawing is the 
foundation stone. Once I have that, I can afford to let things 
happen without ever getting lost - I have the map. 
Controlled spontaneity is the goal. 



What materials would you recommend for when it comes 
to making a final illustration? 

A smooth surface, like the Royal Watercolour Society’s 
SOOgsm hot-pressed watercolour paper [made in 
conjunction with John Purcell Paper], is suitable for most 
occasions. If you need to show texture or want the 
brushstrokes to run dry, try Arches Aquarelle 200gsm NOT 
watercolour paper. I use these with LUKAS Designer’s 
Gouache, Dr. Ph. Martin’s inks, Sennelier pastels and lots 
and lots of black Rotring Drawing Ink. 



What’s the key to capturing a good likeness? 

Milton Glaser said that getting a likeness is a ‘knack’ 
and I agree with him. You need to know what features > 



TOP LEFT Jacqueline 
de Ribes, 2012 
LEFT Carmen 
DeU’Orefice, 2003 
OPPOSITE PAGE Cate 
Blanchett, 2009. 
All works, mixed 
media on paper 



How can I decide what details to keep and what to omit? 

For me, that is instinct borne out of years of training. I don’t 
like symmetry. I hate parallel lines. I like very fine detail 
juxtaposed with gestural, barely-controlled mark making. 

I am interested in the edge of the paper and in negative space. 
I also want to tell the story of the sitting in a subtle way, so 
there are a lot of elements at play. Making it look effortless 
should be the main concern. 
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“MUDDYING BRIGHT COLOURS IS A 
CONTINUAL PROBLEM FOR A FASHION 
ILLUSTRATOR. ONLY VIGILANCE AND 
LOTS OF CLEAN WATER CAN SAVE YOU 



and fill in the shape I want. If it bleeds out, I’m happy. It just 
means I will be more controlled with the next line or mark. 



How do I suggest folds of fabric without having to capture 
every single one? 

I initially draw them all in, as accurately as I can. Then I 
select which ones to paint to show what is happening, what 
the direction is and where the weight falls. Remember, 
fashion illustration should tell the story of the outfit. 



LEFT Michelle 
Dockery, 2012 
BELOW Erin 
O’Connor, 2002 
OPPOSITE PAGE 
Joan Collins, 2014. 
All works, mixed 
media on paper 



If I want to add drama with a darker background, how do I 
prevent the colour from muddying into the brighter shades? 

I work on a coloured paper using oil pastel or pastel for skin 
tone. I then paint the detail on an acetate overlay. If I want 
an uneven watercolour effect, I dampen the paper and 
flash the colour in. These pieces tend to be smaller, around 
A3 size, as the colour can be difficult to control. Muddying 
is a continual problem. Only vigilance and lots of clean 
water can save you. 



to emphasise and where in the person’s face the key to 
the likeness lies. I won’t say I find it easy - rather, that 
there are so many things I find more challenging. It just 
takes practice. 

How can I make my subject’s eyes appear more engaging? 

i’m principally known for drawing beautiful women and a 
lot of their magic is translated by the eye, which can be a 
tricky subject to depict. I find it helps to emphasise one 
eye more than the other, which probably harks back to my 
dislike of symmetry. I don’t know why it works for me but it 
seems to accentuate and pinpoint the focus. 

What’s the best way to represent the contrasting textures 
of different fabrics? 

Let me give you an example. I did an illustration of the 
model Erin O’Connor in a beautiful headdress [right], which 
could have been an overwhelming subject. However, I 
painted the brown feathers in very watered down gouache, 
using deliberately broad gestures. While still wet, I added 
definition and direction by using sepia Dr. Ph. Martin’s ink 
direct from the pipette, scratching it onto the surface to 
contrast with the dream-like quality of Erin’s features. 

How can I recreate the look of softer fabrics, 
such as chiffon or fur? 

Use the wet-in-wet technique, but don’t try to control the 
movement of the paint or ink too much. The chances are 
the medium will come up with something better than you 
ever could. I usually paint the shape I want in clear water 
and then drop the colour in while it is still wet, letting it run 
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What are the greatest challenges to overcome when 
working from life? 

You’ll find there’s shyness and inhibition on both sides. 
During sittings I talk and observe as much as I draw - 
I think of it as gathering raw material for the final portrait. 
There is an extra tension in that I am often face to face 
with someone very well known, so inevitably I have 
preconceptions that mustn’t be allowed to inform the 
drawing. It is a tightrope walk and also a dance. 

The person opposite you is the drawing. 



Whose artwork would you recommend for 
further inspiration? 

My main influences are the great 20th-century fashion 
illustrators Rene Gruau, Tom Keogh, Marcel Vertes, 

Carl Erickson, Rene Bouche, Antonio Lopez and Tony 
Viramontes. First and foremost, they were true artists, 
brilliant draughtsmen and masters of line, but their 
contribution to fashion history is immeasurable. 

David Downton’s Portraits of the World's Most Stylish Women is 
pubiished by Laurence King, RRP £40. www.daviddownton.com 
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AUTUM 

COLOURS 

AWARD-WINNING MARINE ARTIST GARETH BROWN SHARES 
NINE TIRS TO SUCCESSEULLY IDENTIEY, MIX AND MAINTAIN 
A RICH RALETTE OE SUITABLY SEASONAL HUES 



I DO THE GROUND 
WORK FIRST 

Even if you do the majority of 
painting in your studio, it helps to 
interact with your subject in its 
original context. In my first 
decade of painting I worked 
totally en plein air. 

The experience continues to 
influence my current work, which 
involves direct observation of 
nature. Tones and light are 
constantly changing, and 
shadows have colour and depth, 
which can be lost in even the 
best of photographs. 



2 PLOT YOUR MOVES 

I begin each work with a 
basic drawing out of the 
subject on board, then I block out 
using thinned paint to laydown 
the mid to dark tones. 

This produces a tonally-faded 
version of the intended image, 
which helps to establish the 
fundamental pattern of the 
painting as well as the tonal 
range and balance. Then I 
gradually progress to the lightest 
and darkest tones without the 
distraction of having established 
the extremes first. 



3 ALWAYS SEE RED 

To achieve the rich 
burgundy colours you see 
this time of year, I mix Cadmium 
Red, Cadmium Red Deep, 
Crimson Lake and Venetian Red, 
blending them with Yellow Ochre 
or Cadmium Yellow (the latter 
provides brightness if required). 

I use Burnt Umber and 
Ultramarine if I want to adjust the 
richness or tonal value of the red. 
The combination of these colours 
provides the perfect range of 
reds and oranges required to 
portray autumnal foliage. 




4 DOWNSIZE 

YOUR BRUSHES 

When adding details, such 
as the kernels on corn (as in 
Winter Maize, right), to my block 
colours, I only ever use smaller 
sable brushes - the bristles have 
a softer quality when compared 
with hog hair 
or nylon heads. 

I’ll use anything from a size 3 
down to a size 10x0, which is 
normally used for painting 
miniatures. I save the hog hair 
or nylon brushes for blocking 
out and painting bigger 
surface areas. 




5 BUTTER UP 
YOUR PAINTS 

I mix refined linseed oil with 
my oil paints because I love the 
buttery consistency that it 
creates on the brush. Linseed oil 
increases gloss and is perfect for 
mimicking the thick, waxy texture 
of certain types of leaves (see 
Rhododendron Leaves, right). 

The flow of the paint allows for 
the blending of subtle tones and 
colours, as well as a relatively 
smooth finish that enhances 
the detail. 





6 LOOK THROUGH 
A LENS 

I use photography as a tool 
to record visual information and 
capture material from unusual 
perspectives. A lot of the material 
I gather is transient, hence a 
photo will quickly fix the subject 
matter - I won’t lose it, like 
I could in a breeze or tide. 

My Euphorbia Leaves series 
(left), for example, feature leaves 
from my garden but I wouldn’t 
have been able to paint them 
from that dynamic aerial 
perspective without my camera. 




7 STRIKE A BALANCE 

Developing a composition 
that works across the whole 
painting can be a challenge 
because grass and leaves are 
small subject matter without a 
specific bold or obvious focus. 

The trick is to create a pattern 
across the painting that works 
both in terms of both shape and 
colour. A strong pattern will draw 
the viewer’s eyes in a Journey 
across the painting. 



8 PUNCH UP 

YOUR COLOURS 

While I try to stay relatively 
true to my reference image, I do 
bring my own interpretation to the 
material and push the saturation 
of autumnal colours to create a 
more vibrant image. 

Grant yourself a bit of artistic 
license, but be sure to maintain 
consistent tonal and colour values 
across the whole painting to bring 
a sense of harmony to the picture. 





9 CONSERVATION 
IS THE KEY 

Oil paintings can take up 
to six months to dry properly, 
after which time I will varnish 
them. Varnishing not only 
protects the surface of the 
painting but also reinvigorates 
the tonal range, especially the 
darker tones, which may have 
lost some of their richness during 
the drying process. 

Gareth’s work features in the Royal 
Society of Marine Artists’ Annual 
Exhibition 2015, which runs from 
14-25 October at the Mall 
Galleries, London SWl. 
www.garethbrownartist.co.uk 








i LANDMARK 
f ARTS CENTRE 



AUTUMN 
ART FAIR 



SATURDAY 17 & SUNDAY 18 OCTOBER 
10AM - SPM 

ADMISSION £4, CONCESSIONS £3, 
UNDER 16s & LAC MEMBERS FREE 

www.iandmarkartscentre.org 
LandmarkArts ^ Landmark Arts Centre 
Ferry Road, Teddington, TWll 9NN : 020 8977 7558 

Registered Charity No: 1047080 




Canaletto 

Celebrating Britain 






Exhibition sponsors and supporters 

Rothbones. j' . 

Look forward rounoaition 



Abbot Hall 
Art Gallery 



Kendal, Cumbria 
22 Oct 201 5 until 14 Feb 2016 
10.30am-4pm, Sundays 12-4pm 
Closed 24, 25, 26 Dec and 1 Jan 
Information at: lakelandarts.org.uk 

Abbot Hall supporters 

I I ARTS COUNCIL Fish?". 

LOTTERY FUNDED I ENGLAND FoundatioD 



; PRIZE GIVING FINALE EXHIBITION of WORK 



! produced during 

I A BRUSH WITH THE BROADS 2015 
OVER £2/000 worth of PRIZES 




Inspiring, Educating, Socialising, Competing 
in the Broads Nationai Park 

7pm Monday 28 September 2015 

The Boathouse on Ormesby Broad Norfolk NR29 3LP 

abrushwiththebroads.co.uk 
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A Brush with the Broads 

4 Day Plein Air Painting Festival 

in the Broads National Park 



24 - 28 September 201 5 

Demonstrators: 

Haidee-Jo jL 

fflrajferl ) Summers »|j ^ 

l&liir ^ .i Adebanji Alade 



Mo Teeuw 



abrushwiththebroads.co.uk 
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A VIEW FROM ABOV 




KEVIN SCULLY BRINGS A NEW PERSPECTIVE TO A TRADITIONAL STILL LIEE SET-UP 



Rather than arranging your objects in a traditional way - 
that is, lining them up to be viewed at eye level or slightly 
above - try thinking about more quirky viewpoints. 
Experiment by pushing the boundaries. If possible, view 
your composition from above, either directly over the 



objects, or at a slight angle. Even mundane objects take on 
an extra dimension when seen from an elevated position. 

A slightly more abstract painting can be produced when 
thinking outside the box. When setting out your objects, try 
to think of a way to entice the viewer’s eye into the picture. > 
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COLOURS HELP TO 



TIE A STILL LIFE 



COMPOSITION 
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KEVIN^S MATERIALS 



• Permanent White, Raw Sienna, 
Cadmium Red, Cadmium Yellow Light, 
Cadmium Orange, Burnt Sienna, 
Cobalt Blue and Lamp Black gouache 

• Bockingford 190gsm NOT 
watercolour paper 

• Size 1, 3 and 7 Kolinsky sable 
brushes, a wide hake brush and a size 
10 square flat brush 



4 Some old pine boards were laid on 
^the floor and the objects were 
moved around on them until a 
satisfactory composition was arrived 
at, to create the impression that the 
objects had been placed on a pine 
table for breakfast. The easel was 
positioned so that the viewpoint was 
from directly above the main focus 
points of the picture, which were the 
croissant, knife and marmalade on 
the plate. The lighting was directed 
from above and slightly behind, so 
that it shone through the semi- 
translucent marmalade in the glass Jar. 

The plate was drawn with a 
compass, but because the other 
objects were further away they weren’t 
seen as circles but instead as ellipses. 
These were drawn carefully by eye. 

The ellipses on the mug are at a slight 
angle and leaning over the to the right, 
as opposed to those on the marmalade 
Jar. Because the jar is almost directly 
in front of the viewer, the ellipses are 
horizontal. On the left of the plate the 
ellipses on the lid of the Jar lean a 
little in the opposite direction. 

O The background and individual 
items were laid in with a wash of 
their local colours, and with the 
suggestion of shadows in places. No 
attempt was made to produce nice, 
smooth blends, as ultimately nearly 
everything was going to be painted in 
fairly opaque colour. A few areas of 
white paper were left untouched, as 
these were to be highlights or Just 
areas very pale in colour. 

For the time being the marmalade 
was kept as thin washes in an attempt 
to retain its semi-transparent nature. 
The complicated surface of the crusty, 
golden croissant was built up slowly 
with layers of thin washes consisting 
of various amounts of Cadmium 
Yellow Light, Cadmium Orange, Raw 



Sienna and Burnt Sienna. The 
reflections on the knife blade were 
painted with Cobalt Blue, Lamp Black 
and Permanent White, and the bone 
handle with a thin wash of Raw Sienna. 

O The Joints of the pine boards and 
^ some areas of deep shadow were 
painted with a mixture of Burnt Sienna 
and Lamp Black. These wouldn’t 
normally have been painted so dark at 
such an early stage in the painting, 
but at some point the strength of the 
shadows has to be determined in 
order to Judge how dark or light to 
make the other areas. 

More colour was added to the 
boards with sweeping horizontal 
brushstrokes and the croissant, knife 
and Jar of marmalade were painted 
with a bit more detail. 

More intense colours were 
introduced into the croissant and the 
plate, and the shadows on it were 
painted with a more opaque mixture 
of Cobalt Blue, Lamp Black and 
Permanent White. A few highlights 
were added using Cadmium Yellow 
Light and Permanent White. 

Although the mug was actually a 
red, it had a white star on its 
side, which appeared as blue because 
of the surrounding colours reflected 
onto it. So for the time being the mug 
was painted a darker blue that was 
closer to the actual tone of the star. 

The polka-dot material was painted 
in an opaque red, and the shadows in 
the fold, together with that created by 
the Jar, were painted a darker red. The 
lines of white spots were drawn in 
pencil, taking care to follow the form 
of the cloth where it curved. 

The grain in the wood was painted 
in more detail, introducing some of 
the colours evident in the rest of the 
picture. The tea was painted with a 
mixture of Burnt Sienna and 
Permanent White, including the 
shadow. For the inside of the cup. Raw 
Sienna and Permanent White were 
used with more white being added to 
the area near the handle where it 
received more light. This same colour 
was used for the highlight on the tea. 

The top edge of the mug was 
painted in almost pure white, 
adulterated with a little nondescript 
colour from the palette. The shadow 
below the mug now looked too dark, 
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so a semi-opaque wash of the mug’s 
colour was painted over it to indicate 
some reflection. 



C The knife’s blade was painted with 
^ a bit more care and some colour 
was added to the handled to indicate 
its curved form. The lid was painted in 
more detail and the slightly wobbly 
ellipse was adjusted. 

The marmalade in the Jar was given 
some richer colour containing 
Cadmium Orange and Cadmium Red, 
while still trying to retain its 
translucency. Some lighter spots were 
added on the side of the Jar to show 
the polka dots reflected from the 
cloth. The remaining polka dots were 
now added and some lettering was 
indicated on the label. 

Some further tidying and 
sharpening up of the details and 
the painting was complete. 

This is an edited extract from 
Kevin Scuiiy’s Painting Stiii Life in 
Gouache, pubiished by Crowood Press, 
RRP £16.99. www.crowood.com 






COATES WILLOW 
CHARCOAL 

This high-quality charcoal is 
favoured among artists because 
it’s soft to use and the wider 
sticks are great for larger areas. 
It’s also a kind medium, as it 
erases easily. £7.90 per set. 
www.coatescharcoal.co.uk 
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IMPROVE YOUR DRAWING SKILLS 
WITH THE HELP OF THESE TOOLS. 
PHOTO: LOUISE HAGGER 



VIARCO 

ARTGRAFXL 

This water-soluble graphite stick 
weighs in at a whopping 250 
grams! The unique ergonomic 
shape, which handles similarly to 
tailor’s chalk, makes it perfect for 
gestural strokes. £19.70 each. 
www.cornelissen.com 



WOLFF S 
CARBO-N PENCIL 

Carbon produces a deeper black 
than graphite pencils and has a 
smoother finish to charcoal so 
you can enjoy the best of both 
worlds. £4.95 for four. 
www.westdesignproducts.co.uk 



CRETACOLOR 
SANGUINE PENCIL 

The terracotta hues of sanguine 
are used to create mass and 
atmosphere in life drawing. 

The material has been used for 
centuries by the masters and if it 
was good enough for Da Vinci, it’s 
good enough for us! £1.60 each. 
www.apassionforpencils.com 
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FABER-CASTELL 
PERFECTION ERASER 








SHARE! 



SHOW US YOUR BEST 
SKETCHES ON TWITTER 
OR INSTAGRAM AT 
L @AANDIMAGAZINE j 



Made a hiccup with your pencil 
or charcoal drawing? Remove 
unwanted marks with this handy 
eraser, which feels more sturdy 
than a mechanical eraser 
without being hard enough to 
tear your paper. £3.50 each. 
www.faber-castell.co.uk 









CONTE A PARIS 
GRAPHITE PENCILS 

Frenchman Nicolas Conte 
invented the pencil as we know 
it in 1794 by mixing clay with 
graphite and thus introduced the 
scale of hardness. Bag your own 
piece of history with this superb 
selection ranging from 3H to 6B. 
£10.25 for 12. 
www.conteaparis.com 



FABER-CASTELL 
PITT PASTEL PENCIL 

The excellent light fastness of 
these pencils makes them a 
great tool for more finished 
sketches. The white shade is 
spot on for highlights and 
also handy for blending colours 
together too. £1.60 each. 
www.faber-castell.co.uk 



DERWENT 

CHARCOAL PENCILS 

Encased in cedar wood barrels, 
these pencils offer all the 
expressive spontaneity of 
charcoal with the control of a 
pencil. Create dense lines 
alongside softer shading without 
the smudgy fingers. 

£7.99 for six. www.penciis.co.uk 
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ARCHITECT TURNED ARTIST DAVID HOLLIS CEEERS RRACTICAL 
TIPS ECR RECREATING A RANGE GE SKIES IN WATERCGLGUR 
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Wash taken 
through at 
the trees but 
stopped at 
the building 




PLACE YOUR FIRST 
WASH CAREFULLY SO 
THAT THE BLUE SKY 
APPEARS TO FOLLOW 




CLOUDY SKIES 

For this lesson we look at using wet-in-wet techniques to 
create cloudy skies. The key to producing convincing skies 
lies in an ability to form the fine detail of the wisps of cloud 
as it blends into the blue of the sky. By using a wet-in-wet 
wash it is possible to achieve this with very little effort. 
When painting the blue skies in the temperate areas of the 
globe, it is best to mix the wash using French Ultramarine 
alone. For painting skies in subtropical areas, use French 
Ultramarine mixed with Prussian Blue to produce an 
accurate colour. The area of the sky needs to be thoroughly 
wetted. The blue of the sky is then introduced to about 
one-third of the area in a random way. The paint spreads 
into the wetted surface producing cloudlike fronds as 
shown. The clouds are the untouched areas of white paper. 
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In this example, 
the wet-in-wet 
sky wash was 
taken across the 
entire page with 
the exception of 
the buildings and 
the boats 



This technique can be extended to produce dark, menacing 
skies. Three wash mixtures are required: a French 
Ultramarine wash, a Light Red wash, and one that mixes 
the two colours to make grey. The sky area is wetted and 
the French Ultramarine and grey washes are applied in a 
random way. Small patches of the Light Red wash are then 
introduced and the brush is used to help mix them on the 
paper. The colours tend to granulate, producing texture 
within the colour. This is caused by the pigment settling 
into the shallow hollows in the paper. The texturing helps 
give the impression of heavy clouds. 



BLUE SKIES 

Although the project featured in this lesson uses wet-in-wet 
to depict a wild and dark sky, it is often necessary to depict 
blue skies. When you look at blue sky in real life you find 
that there is a natural gradation in the sky. In moving your 
eye toward the horizon, the relatively deep blue of the sky 
tends to become lighter in colour. As an artist you need to 
reflect this in your approach. 

If you stop a sky wash at the horizon it becomes too easy 
to create small areas of white between the washes for the 
sky and the land or sea. You will find that small areas of 
white like this detract from the finished picture. Using a 
gradated wash, which is relatively light at the horizon, 
allows you to take the sky wash through the horizon and 
then overlay it with washes for the land or sea. This avoids 
a ‘join’ between the washes. 





MORNING AND EVENING SKIES 

Effective morning and evening skies can be created by 
using variegated wash techniques based on two colours 
blended while they are wet. In the example shown the wash 
was based on a muted yellow mixture of Aureolin and 
Yellow Ochre at the top and a violet-grey mixture of French 
Ultramarine, Permanent Rose and Light Red at the bottom. 
The sky wash was taken through the horizon, and the sun, 
which is the brightest object within the painting, was left 
as the white of the paper, although a little of the violet-grey 
wash was touched into the sun area to create the 
impression of clouds passing in front. After the sky wash 
had completely dried, the area of the sun was rewetted and 
some of the colour was ‘lifted out’ using a tissue as blotting 
paper. This softened the cloud in front of the sun. > 
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The pencil sketch and sky wash The initial mountain wash 














The completed mountain wash The sea wash 



CREATING A BROODING SKY 

To begin this project, prepare an outline of the main 
elements in pencil, using the finished watercolour on page 
67 as the basis. Where there is a clear horizon with the 
sea, it is always important to ensure that it is straight and 
level and, although the use of a straight edge is not 
generally recommended, this is one instance where it can 
be useful. The details of the village houses need only to be 
suggested. Once the sketch is in place the sky wash can be 
applied using wet-in-wet techniques. The aim is to create 
an impression of the dramatic skies that can occur when 
heavy and thundery clouds are moving across the sky. 

The sun frequently becomes hidden behind the clouds, 
creating bright areas of sky, which can then take on an 
incandescent yellow appearance. 

The first task is to wet the area of the sky and mountains, 
leaving clear the buildings and boat masts. The washes are 
made of varying mixes of French Ultramarine and Light Red 
for the grey clouds, and mixtures of Aureolin with a little 
Yellow Ochre for the background sky. These should be 



applied to the wetted areas of the paper and the colour 
allowed to bleed across the surface. The central area of 
yellow should be applied first and then the clouds. The area 
near the horizon should be left as light as possible for 
dramatic effect. If the colour moves in unexpected ways, 
some control can be applied by tilting the paper. 

Once the sky wash is dry, washes can be applied to the 
mountains. To create an illusion of distance, the furthest 
mountain should be the bluest and the lightest in colour. 

An initial blue-grey wash mixed with French Ultramarine 
and Light Red should be used to cover all the mountain 
areas. When dry, further washes with more light red can 
be applied over the middle distance and closer mountains. 
Finally, variegated washes of varying amounts of the 
violet-grey colour mixed with a little Aureolin should be 
applied to the closest mountain areas and the island. 

The buildings and boats are left clear of colour at this stage 
so that they contrast with the dark tones of the mountains. 

The sea is probably the most difficult part of the 
watercolour. The intensity of the glare from its surface 
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demands that the sea near the horizon is left 
totally white, creating the stark contrast with 
the mountains. A wet-in-wet wash is used, 
with colour kept clear of the far distance. 

The principal colour is Aureolin, with 
watered-down versions of the washes 
used for the sky added to the foreground. 

The edge of a folded tissue is placed on the wet surface 
of the sea wash to lift out some of the colour and produce 
white lines across the wash. These are to imitate waves in 
the foreground. Aureolin mixed with Yellow Ochre is then 
used to create thin straight lines across the foreground 
to reinforce the appearance of small waves. 

The key elements of the watercolour are now in place but 
it still has an unfinished look. The foreground rocks and the 
detail of the village need to be added. The grey roofs are 
painted with a French Ultramarine and Light Red wash, 
which has a little aureolin added. Shadow is also provided 
using a French Ultramarine and Light Red wash, and the 
dark windows of the houses are created with an almost 
black mixture of the strongest possible mix of these two 
colours. Much of the cottages should remain white to 
create the contrast with the mountains. The green and 
Yellow Ochre of the land around the houses should also 
be added and some shadow applied to the boats. 

The foreground rocks should now be added and 
then the waves improved to complete the watercolour. 

The white areas of the small waves can be extended by 
scratching the surface of the watercolour with a sharp 
knife. This produces the feathered edges typical of waves. 
The method can also be used effectively around the base 
of the foreground rocks and the rowboat in the 
middle distance. 

This is an extract from Practical Landscape Painting by David 
Hoiiis, pubiished by ivy Press, £7.99. www.ivypress.co.uk 




Scratch the 
surface with a 
knife to extend 
the white areas 
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HOW TO DRAW 



FIGURES IN A SCENE 



ADDING PEOPLE TO A LANDSGAPE OR GITYSGAPE GAN BRING GOMPLEXITY AND 
DEPTH TO YOUR OVERALL GOMPOSITION, SAYS ARTIST HAZEL LALE 



W hether the central theme 
or a secondary idea, 
figures can add complexity 
and depth to a composition. It is 
always a good idea to practice your 
figures before adding them to a 
scene and plan out carefully where 
to include them. Keep it simple. 

For a more suggestive painting, treat 
figures as silhouettes with no obvious 
facial features and unresolved feet. 
Draw what you see, not what you think 
you can see. Consider the whole 
composition and what it requires. 



HEAD 

The head is perhaps the most 
important part of the human body as it 
can be used as a unit of measurement 
for the rest of the figure. In the average 
standing figure, there are between 
seven and eight head lengths. 

This unit of measurement can be used 
to map out other parts of the body - 
for example, the widest part of the 
shoulders of a forward-facing figure 
is approximately three heads wide. 





NECK AND SHOULDERS 

There is a good reason why we have triangular coat hangers 
in our wardrobes - the shape mirrors our shoulder line. 

For more accurate figures, always remember to draw the 
neck as a triangle. The first point of the triangle should sit 
approximately on the centre of the chin, the second and 
third points on the bony parts of each shoulder. 



ARMS 

Arms should be drawn from the 
shoulder, with the elbows to the waist 
and the hands resting on the middle 
of the thigh. Take care to avoid the 
arms becoming totally unrelated to 
the standing figure - they should be 
treated as an integral part of the body 
that only becomes animated as the 
figure starts to move. Hands are 
extensions of the arm - try to only draw 
what you see, not what is imagined. 








LEGS 

Small figures can be used to animate 
a scene or give depth to it, and legs 
are a great way to indicate movement. 
Remember that legs move 
independently of each other and one 
foot should not necessarily always be 
directly in front of the other. Also, 
remember to draw space between 
^ i the legs to create stability and 

f%h avoid simplifying them to a 

carrot shape. 



EYES. ONLY THEN 



WILL YOU KNOW 



WHAT TO DRAW 



AND WHAT TO 



www.hazellale.co.uk 
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THE BIGGER PICTURE 



2. CREATING HARMONY 



IN RAY BALKWILL’S SECOND ARTICLE ON THE BUILDING BLOCKS REQUIRED TO 
MAKE GREAT PAINTINGS, HE SHOWS YOU HOW TO ESTABLISH A COHERENT MOOD 




“The warmth of the pink 
pastel paper shows through 
the transparent washes, 
imparting a luminosity to 
the cool blue sky.” 












RICH ACCENTS 

“I mixed a blue watercolour 
wash with Permanent White 
gouache to add sparkling, 
complementary accents.” 
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SUBTLE BLENDS 

“Blended, wet-in-wet 
washes help create a 
greater sense of unity.” 



H armony in a painting involves 
being gentle on the eye and 
establishing a mood. I can think 
of no better medium for achieving this 
than watercolour with its subtle 
properties of delicacy and 
translucency. The major element that 
creates harmony in a painting is 
colour. Selecting hues that lie together 
on the colour wheel or establishing a 
dominant hue through tonal contrasts 
is a good way of providing mood and 
atmosphere. 



ADD MOOD IN GOUACHE 




ABOVE Shower over 
the Haldon Hills, 
watercolour on 
paper, 25x36cm 



This painting of a rain shower over the 
Haldon Hills in Devon is what I rather 
grandly call a ‘location study’ - a 
colour sketch made on location as 
reference for a studio painting. The 
photo above shows the scene as it 
was, but as you can see I rearranged 
the position of the boats. 

Although watercolours were mainly 
used, I also added some gouache. 
Unlike watercolour, gouache is opaque 
- hence its other name: ‘body colour’. 
Used straight from the tube, gouache 
gives a dense covering and adds 
depth, but when thinned with water it 
has a semi-opaque, almost milky 
quality that is also ideal for creating 
atmospheric effects, particularly on a 
coloured support. After creating the 
painting with a limited palette, I added 
details in a Permanent White gouache 
that I tinted with watercolour. 

PICK A MOTHER COLOUR 

When working on location, I look to 
find the most dominant colour in the 
scene, which I often refer to as the 
‘mother colour’. I also look to see if 
the overall colour temperature of the 
scene is warm or cool. 

The choice of colour of the paper 
plays an integral part in the picture, so 
choose a paper that approximates to 
the tone and colour of your subject. 



h/9 

TO CAPTURE ATMOSPHERE 
SUCCESSFULLY, TRY 
RESTRICTING YOURSELF TO 
A LIMITED RANGE OF TONES 
AND A LIMITED PALETTE TOO 
- PERHAPS JUST SIX COLOURS 



Working on a coloured support adds 
an extra unifying element to your 
painting. Not only does the paper’s 
colour peep through the subsequent 
layers of paint, but also one can get 
away with putting fewer marks on the 
paper, which ultimately gives a greater 
spontaneity to the finished painting. 
Immediacy, of course, is one of the 
beauties of watercolour as it invites a 
more direct and spontaneous 
response from the viewer. 

For this painting, I used a sheet of 
Canson Mi-Teintes pastel paper in a 
colour called Moonstone, which is a 
soft, warm pink. I prefer to use the 
reverse side of the paper, which is 
less textured and because the paper 
is lightweight, I stretch this onto a 
board with gummed brown tape. 

WORK THE WHOLE 

The temptation can be to work on one 
small area of a painting until it is 
complete, before moving onto the 
next. Doing so can lead to a rather 
confused painting because each 
colour is often unrelated. It is much 
better if one can learn to see the 
whole picture and work on all areas of 
the composition at once. It is 
important to keep your eyes moving 
around the subject, comparing one 
colour against another, and assessing 
each tone against its neighbour. 
Echoing colours within the painting 
also helps achieve this, so when you 
have a colour on your brush ask 
yourself: where else can I use it? In 
this way your painting will develop and 
emerge as a more homogeneous 
mass of colour and tone. 

Although you may not use harmony 
as much as other principles as you 
paint, it’s easy to understand and 
worth knowing about. As Paul Cezanne 
once said: “When paintings are done 
right, harmony appears by itself”. 
www.raybalkwill.co.uk 
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FRANK AUERBACH’S RICH. IMPASTO OILS REVEL IN THE VERY MEDIUM OF PAINT. 
FELLOW ARTIST ADELE WAGSTAFF DISCOVERS HOW FAMILIAR SUBJECTS AND 
BOLD REVISIONS ARE THE KEYS TO UNLOCKING HIS TECHNIQUE 
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T his autumn, Tate Britain will stage a major 

retrospective of the work of British painter Frank 
Auerbach, bringing together around 70 drawings and 
paintings from the 1950s through to the present day. 

Auerbach’s heavy and impasto application of paint is 
immediately recognisable; his paintings are wonderfully 
tactile. Born in Berlin in 1931, Auerbach arrived in England 
in 1939 as a refugee and he has lived and worked in 
London ever since, based in the same studio in Camden 
Town for more than 60 years. He is part of the generation 
of leading British figurative painters that became known as 
the ‘School of London’ and included the likes of Lucian 
Freud, Michael Andrews and Francis Bacon. 

Auerbach’s uncompromising portraits of people and the 
urban landscape have been the artist’s preoccupation now 



DEVELOPING A FAMILIARITY WITH 
YOUR SUBJECT CAN MAKE YOU MORE 
FOCUSED ON OBSERVING CHANGES 
IN LIGHTING, MOOD OR POSITION 



for six decades. He is known to work almost every single 
day of the year, repeatedly applying the same intense 
scrutiny and gaze to a certain view of the city (in particular 
the area immediately surrounding his studio in North 
London) or the same model’s head. 

During a recorded conversation in 1978 with Catherine 
Lampert, a sitter and now curator of the Tate Britain 
exhibition, Frank Auerbach discussed how the familiarity 
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FRANK AUERBACH 




ABOVE Mornington 
Crescent, 1965, 
oil on board, 
101.6xl27cm 
RIGHT E.O.W. 
half-length nude, 
1958, oil on board, 
76. 2x50. 8cm 
PAGE 73 

Hampstead Road, 
High Summer, 
2010, oil on board, 
56. 2x56. 2cm 



of working with models that he knows very well, or from 
landscapes within his immediate vicinity, allows him to take 
more liberties with subjects as he knows them intimately. 

Auerbach’s portraits trace his close relationships with 
a very small number of models, each demonstrating an 
incredible dedication to the painter by sitting week after 
week, year after year. Of this small group of sitters made up 
from friends and family, they have sat for anything up to 56 
years. Each sitter returns to the artist’s studio on the same 
day of each week, some will sit more than once a week. 
This, they do every week of the year without fail, making 
sure that, for however many months or years it takes to 
finalise a single painting, the same shirt or outfit is worn. 

Developing a familiarity with his subjects is an important 
part of Auerbach’s success as it really heightens his 
engagement with them. Whether you are looking at the 
landscape in varying weather conditions or working with a 
model on a regular basis, such repetition can make you more 
focused on observing changes in lighting, mood or position. 

MAKING REVISIONS 

As Frank Auerbach’s models have been working with him 
over such long periods, they are the best witnesses to the 
reclusive artist’s practice, as they have observed during 
each sitting how colour is mixed, paint is applied, then duly 
scraped off. His sitters have described how huge blobs and 
lumps of paint build on the canvas, creating an encrusted 
surface onto which individual marks are dragged and 
scraped. Paint is applied with great vigour, appearing as 
if thrown onto the surface. All the information within the 
frame is an essential part of the painting, with equal 
attention being given to the background, chair or head. 

Auerbach’s working process is demonstrated in the 
series of photographs of Portrait of Sandra, taken by the 
sitter Sandra Fisher following each sitting. Forty of the 42 
sittings were documented in this way and it is fascinating 
to see the extent of revision and change from one sitting to 
the next. The drawing is erased and re-drawn; the 
information from the previous sitting accumulates with the 
next, creating an underlying tension within the image. In a 
number of Auerbach’s drawings, you can see where he has 
had to patch the paper in order to continue working, as the 
surface has been erased so often that it has worn through. 

With the artist’s process of constant revisions, it means 
that when we look at one of his finished works, almost 
every visible stroke of paint or charcoal was likely applied 
during the very last sitting. Look closer and you really do 
get the feeling that he is wrestling with the paint on the 
surface. Auerbach’s is a totally unique way of looking at 
reality: scrutinising with colour and texture, as the paint 
becomes a three-dimensional surface. His early paintings 
were executed using a sombre palette of earth colours, 
chosen largely because they were the cheapest pigments 
that were available to him at the time. 

Over the years, Auerbach’s paintings have become 
brighter as more expensive pigments were added to his 



palette. More colour begins to be introduced in paintings 
such as 1958’s E.O.W. half-length nude. By the 1970s, the 
resulting palette was rich and vivid, filled with pure reds, 
greens, oranges and yellows. 

As Auerbach has painted the same people repeatedly 
over a long period, a new painting of each individual sitter 
will begin with an idea - this might be about the tonality of 
the work, or an angle of the head. The artist has previously 
commented that it isn’t always possible to tell where the 
interest is going to lie within a new work until the painting 
begins to develop over time. In a simple painting of the 
head, the main interest may not be the eyes or nose, but a 
particular angle or way light touches a part of the surface. 

PAINTING PROCESS 

Catherine Lampert has been modelling for Auerbach every 
week for 37 years. In To The Studio, a 2001 film directed by 
Frank’s son Jake Auerbach, she described the artist’s 
process of beginning each new painting. Auerbach, she 
reveals, uses a very loaded brush to cover the entire 
surface of the canvas with a layer of paint within the first 
15 minutes of the sitting. During each two-hour session, > 





paint is then ‘catapulted’ onto the surface and drawn into 
directly with a great immediacy and energy. From the very 
first session, the process of removing paint has also begun. 

Removing the paint is just as important to Auerbach’s 
process as the application of it. At times, the paint is 
scraped back so much that only a stain of colour remains on 
the surface before the process of adding and subtracting 
begins once again during the following sitting. The energy 
and speed of his paint application can be seen in pictures 
such as Hampstead Road, High Summer, in which broad, 
loaded brushstrokes zigzag across the canvas’s surface. 

As a painter, I have always admired the richly built-up 
surfaces of Auerbach’s paintings, which have been applied 
with a frenzy of brushstrokes, and the intensity of his 
drawings resulting from a furious and direct mark making. 
Both his drawings and paintings are realised from intense 
observation, from many months or years of work to reveal 
the very essence of his subjects. 

If you are keen to try working in a similar way with thick, 
impasto layers of oils or acrylics, consider working with a 
palette knife - perfect for loading on the paint and scraping 



REMOVING THE PAINT IS AS IMPORTANT 
TO AUERBACH’S PROCESS AS THE 
APPLICATION... IT IS SCRAPED BACK SO 
ONLY A STAIN OF COLOUR REMAINS 

it away. The best brushes for impasto work are flat-headed 
ones with thick, stiff bristles. Be sure to use the paint 
without much in the way of thinners, mediums or turpentine 
for the most luscious results. 

Across a lengthy career, Auerbach’s paint application 
technique has been incredibly varied, as he uses different 
brushes as well as his fingers to scrape the surface and 
sometimes blots the paint with newsprint. Most importantly, 
he does so with confidence, without a fear of destroying the 
image or scraping back something that he has spent hours 
on in order to move forward. 

Adele’s latest book, Painting the Nude in Oiis, is published by 
Crowood Press, £16.99. Frank Auerbach runs from 9 October to 
13 March 2016 at Tate Britain, London SWl. www.tate.org.uk 



ABOVE Reclining | 

Head of Julia II, | 

1997, acrylic | 

on board, | 

54.6x68. 5cm I 
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EPC Art Courses 

Quality Painting Holidays in Spain 



DAVID TAYLOR • October 2015 - Costa Brava 




2016 



LIU Yl - June 
THOMAS SCHALLER ■ 
JOSEPH ZBUKVIC ■ 

ALVARO CASTAGNET - October 




Katharine Church, the Dorset & Bloomsbury connected painter. 

This 288 page book with over 200 colour illustrations of oils & works on 
paper, Chronology, and photographs, which gives an insight into this 
powerful painter with major artistic connections. 

Text by John Duncalfe. Foreword by Vivianne Light MA FRSA 



ISBN 978-0-9567177-3-3 

This new publication, available 
from the publishers, email: 

tillingtonpress@hotmail.co.uk 

Bookstores and Gallery Art shops. 



Hard back: £35 (£5 p&p) UK 

www.tillingtonpress.com 

www.amazon.co.uk 

www.waterstones.com 




Hahnemuhle 

PAPER MAKES THE DIFFERENCE 



Pastel paper from Hahnemuhle 



Velour 260gsm 
PastellFixi70gsm 



Available in various sizes from your usual supplier 



V 



























Hahnemuhle FineArt UK 
08453 300129 

uksales@hahnemuehle.com www.hahnemuehle.com 




Scan here for a PastellFix 
demonstraTTon 



>1 
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THE CLASSIFIED DIRECTORY 



ARTISTS FAIR 



ARTISTS MATERIALS 



loth MANCHESTER ARTISTS' BOOK FAIR 



Friday 16th & Saturday 17th October 
llam-5pm 

The Holden Gallery 

Cavendish Street, Manchester M15 6BR 

ADMISSION FREE 

www.manchesterartistsbookfair.com 

@mcrartbookfair 

MANQIESTER 

SCHOOL OtMT 




ARTISTS MATERIALS 




“It’s not just a brush, 
it’s an experience. 

A ritual. 

It’s life changing 
and it’s your life. ” 



The Finest Quality Handmade Artists’ Brushes 

5^?^ WHY the WORLDS 
LEADING ARTISTS 
USE BRUSHES 

REQUEST A FREE CATALOGUE TODAY! 

Phone us on: 01535 632666 



www.rosemaryandco.com enquiries@rosemaryandco.com 





Pegasus Art Shop 



i iri: i •SAU’tjUli 

, , 01453 886560 

jiito(S.peHasusari co.uk 

SUEWJ. OLj -IM 




art maierials 



Made to I4e^dr^..By 

Harris Moore 

Call 0.121 

www.harrismoore.com 



Handmade in brass 

Watercolour Paintboxes 

New website St 
designs ready 

07748 161551 
www.classicpaintboxes.com 



Mason Cr Jones Group. 
SCRIM 

Cotton and Hessian. 

(Tel: 01527 577123) 
www.masonandjones.com 



CERAMICS 



SAVE ££££^s ON:- 

• CARTONS OF CANVASES 

• CLAESSENS CANVASES 

• MICHAEL HARDING OIL PAINTS 




LTDj 



i|,iii- 

CLAESSENS 




artreq.co.uk 



Camera lucida 

This optical instrument lets you 
see an image of your subject on 
your paper as you work 
Modern version for sale £87 

www.cameralucida.org.uk 



ARTISTS WANTED 



RANDOLPH KELLMAN. Contemporary 
artist. Visit my online gallery at 
www.rakeart.co.uk . All enquiries and 
commissions welcome. Telephone 
020 8889 4714. Mobile 07979842456 



ARTISTS WEBSITES 



ART MATERIALS 


HEATON 


Specialist 


COOPER 


art materials 


STUDIO 


sourced from 


GRASMERE 


around the world 
Exceptional mail 


t 015394 35280 


order service 


WWW. h e a t o 


n c o o p e r .co.uk 



Studio Design 

Pf«t«»iana| W.btit*t for ArHdt 

WbwIII di!^n you m bnaLrilhil wabaltn la 
V™' unliriB And albiE kiunc^ 
tiks MW H ter you. bMod pww of teted 
1hAl your tite If ntwvyf In »te. expert hwvfe. 

Call Lkz:aiS03 ITiiJir 
fjTuill- inio4^wob*ilfdirf Iflnioriivlim.cofTi 
wivw.wBhiJlud«xJgiTfarnrllili. com 



ARTISTS WEBSITES 



Websites for artists from £4. 16/month 

Increase visibility & sales 
plus sell from our online gallery 

Join us today — free trial 

artspan.co.uk 



ART FOR SALE 






Artistic Flare 




Affordable art for the home and office 


- 


T 020 7736 7921 




1 M: 07854 734 290 




www.jacquelinemidgen. 




wordpress.com 




E; jackiemidgen@hotmail.co.uk 

Visits to studio by appointment only 





www.artistsandillustrators. co. uk 



Qrt on a WtaA 

Looking for soinothrii^ new? 

Feeing cre^Stive? 

We cm rei?rodiJce yojr &ri 
on or mom he^irts 
sciles©dimblebyter(i«£cout 
* 07TOmS5 ¥ 0l?Safrll‘l23 




Conlcsct Dirrtleby Ceram^^s 
for rnore cfelails atoil this bespoke servce, 
string ffon the heart of Sloke-onr-TfwL 



To advertise here please call 020 7349 3738 
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COURSES 



HOLIDAYS 



Classical 

PORTRAITS in OILS 



Weekend workshops in the Cotswolds 
for all levels - materials supplied 




www.mikeskidmoreonline.com 
T: 01367 252 206 



Classical 

STILL LIFE in OILS 

with Mike Skidmore 

Weekend workshops in the Cotswolds 
for all levels - materials supplied 






<rr- 






' ir T ^ 



www.mikeskidmoreonline.com 
T: 01367 252 206 



LIFE PAINTING 
AND DRAWING 

with Rachel Clark 

Highly recommended. 
Small classes. Week/weekend/ 
Saturday/private tuition. 

T; 07528 674 389/020 7987 8776 

www.rachelclark.com 



PAINTING & DRAWING 
WORKSHOPS IN ALL MEDIUMS 




plus four day painting holiday in Derbyshire with 
Hazel Lale. BA. Hons. Fine Art. 
01142366031 • www.hazellale.co.uk 




ow It s Y 



Turm 






Fram Marne 



Stu 



No Previous QuulfRcutloir 



Gu^raritaect Access Te 
University 

w ww. £irtc diirscv 



HOLIDAYS 



ENGLAND 



Watershed 

Studio 

One and Two Day Art Courses 

Tutors include: Soraya French, 
Margaret Glass, Charles Evans, 
Sue Williams, Tim Fisher, 

Joe Dowden and many more... 

• Friendly, rural studio with good home cooking 
• Excellent local accommodation 
Call Allison Bond for details: 

01255 820466 
Email: allison@watershedstudio.co.uk 
www.watershedstudio.co.uk 

St Clere’s Hall Lane, St Osyth, 
Clacton on Sea, Essex, CO 16 8RX 



ST IVES SCHOOL 
OF PAINTING 



INSPIRATIONAL COURSES 
STUNNING LOCATION 




ENGLAND 




Sculpture Day 

Spend a day discovering your hidden 
talents? Enjoy a unique opportunity 
to learn how to sculpt. 

Sculpture Workshops 

2 & 4 Day workshops with one of the 
UK’s leading sculptors Andrew Sinclair. 
From beginners to professionals. 



Tel. 01837 82879 
www.thesculptureschool.co.uk 

North Tawton, Devon EX20 2AP 



Personal attentfonn expert 
tuition & a pinch of humour 
with renowned artist 

JmLj 

2015 & 2016 dates OYaitoble 
see web site 

www-hoga nart. co.ul( 

All media and all abilities 

weUoilte on our popular 

4 or 5 day courses. 

A few places still available 

21st and 2Sth Sept courses. 

«**#*■'*'■ 

SPECIAL Atelier Interactive 
Acrylics weekends with paint 
supplied.... Cornwall studio 
September to April 

TEL; 012OS-89S0S8 
Mobite:07888SS2503 

E“Mailf^^ 

lMt.te.uk 



To advertise please call 020 7349 3738 




CALLINGTON SCHOOL OF ART - CORNWALL 01579 383491 



-Courses in drawing, painting, printing and mixed media 
-‘Visit Britain' 4 star accommodation in ourgeorgian town house 
-Small groups with individu:!! tuition 

- Ljt>cation in an Area of Outstanding Natural Beauty 

- Trips to a variety oflocai beaches and eornish moorland 

- Experienced tutors for all levels 
-Spacious light studio and workshops 

i n fo (a)cal Hngt onar tscho a I .co m w w w.call ington ar tschoo 1 .co m 





VIKKI JONES INVITES YOU TO HER 
PAINTING WEEKENDS IN PICKERING, 
NORTH YORKSHIRE. Personal, 
sensitive tuition for beginners or the 
more advanced. Non-painting Partners 
welcome. Relaxed atmosphere. 
Excellent accommodation and cuisine. 
For free brochure telephone vikki on 
01751 470156. www.artbreak.co.uk 




www.artistsandillustrators. co. uk 



To advertise here please call 020 7349 3738 
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HOLIDAYS 



ENGLAND WALES 




Art holidays \n beautiful Exmoor 

Shorland Old Farm 



■ K 



Wide range of courses for all abilities 
C17th farmhouse accommodation 
Wonderful location, good food 
Light, well-equipped studio 
Non-painting partners welcome 
Other group bookings also welcome 






www.shorlandoldfarm.co.uk 

Tel. Sandy or Mark 01598 763505 Email: enquiries©shorlandoldfarm. co.uk 







painting holidays 



Where better to develop your painting skills than in beautiful Pembrokeshire 



• Professional tuition for all levels 

• 3 and 5-day full board residential courses 

• Superb home cooked cuisine 

• 4 Star en-suite accommodation 

• Small groups, large studio space 

• non painting partners welcome 



t: 0 1 348 840 1 77 Andrew and Maggie Brown 

e: info@indigobrown.co.uk w: www.indigobrown.co.uk 



FRANCE 




le perchoir^® 
des paons'^ 

Painting holidays in South West France 

Tel: 0033 (0)5 65 31 54 88 
Email: mike.susie@wanadoo.fr 
www.leperchoirdespaons.com 




SCOTLAND 



notzfh ujest hipkLcJuds 



Residential Art Courses in magnificent and inspiring scenery - mountains, sea, rivers, lochs. 
Warm hospitality & good food. Non-painters welcome. 

Places still available on Katharine Holmes course September 2015 

Working with mixed media, the emphasis will be on experimentation and enjoyment. 
www.nwhighlandsart.co.uk, gillian@nwhighlandsart.co.uk, Nicola: nic.pol@live.co.uk, 01520 733 221 7459 

TURKEY 




PAINT, RELAX, HAVE FUN ON 
TURKEY'S AEGEAN COAST 



One of the *^The Best Holidays In Turkey” 
The Times Travel, January 31st 2015 



For all levels. Full board. Inclusive of all materials 
www.turkishpaintingholidays.com T. 07971082605 



WORLDWIDE 



Painting Holidays at Pengwernydd 
Cottages in the Cambrian Mountains, 
Mid Wales with Anita Woods 

. 1 , 2 and 3 day workshops in inspiring 

Suitable for all levels and tailored to suit 

1 kiKvSi 5 star luxury self catering accommodation. 
SLov a: Groups and non painting partners welcome. 
Phone 07891919444 
anitawoodsart@gmail.com 
www.pengwernydd.com 



To advertise in the 
Classified Directory 
please call 

020 7349 3738 



WORLDWIDE 

Alpha Painting Holidays' 

“Your First S Best Choice for a 
Painting Holiday” 

• Learn with Britain’s Best Tutors 

• Visit Inspiring Locations inc Exmoor, 
Somerset, Wye, Lakes S The Algarve 

• Have the Complete Package 
Experience with all inclusive holidays, 
in all media § all abilities welcome 

Organisers always on location with group 

PLUS: I $ 3 Day Pastel workshops with up-to 
£ 1 00 worth of Art Materials included 

01934 733877 

www.alphapaintingholidays.com 




PORTRAIT WORKSHOP 





Wildlife Painting 
Workshops 

U 5 ing po^tels Crf oils hove fun 
ho-iy \o creole r&oiisllc portrqits 

ChooEe a 

One to One, One Day or 
Weekend Workshop 



Small Confidence Building Classes 

from Beginners to Advanced 



and PtoiTly cA R£irrDyvyi«nrsh^hLid«d 



MpOalfld w m# wstait* 

WWW . wlkliiJMil □ rTve- jca . Lfh 
phcrw or eoKil Oaler Ki* mvi Oarois 
£ run Q . u k 



i ^ k C* X ^ A Forget everything else but your art. We look after the rest. Book now for Zambia, Morocco, New York, 

AIT I SA|AI14 Join a painting holiday abroad to paint in the sunshine with Norway, Namibia & Botswana, Sri Lanka, 

f\ I I f\ I f \ |x I our fun artist tutors: James Willis, Mary-Anne Bartlett, Karen Galapagos,Slovenia, Venice, Sicily or why not 

I I yl»I f " Pearson, Jackie Garner, Julia Cassels, Mark Boyd & John Threlfall just join us in the UK for a short break? 




To advertise here please call 020 7349 3738 
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PRINTING 



FINE ART REPRODUCTIONS] 

Printed by litho graphic printers tmm ■ ■ 

Reproduce your oil, water, pastel, and pen & ink paintings, into prints, cards or 
posters, in 4 colour with light fast inks. Sizes from A6 105mm x 148mm up to 
B1 707mm x 1000mm. Short run specialists • limited quantity 10-500 copies. ^ 
Highest quality litho printing on many varied paper stocks. JM 

Prism, Unit 28, Schooi Ciose, Chandiers Ford, Eastieigh, Hampshire, S053 4RA | 
^ 023 80 266256 • prism.proofing@ntiworid.eom i 



/ N 

^CHKOMAtech 

1 *^ toll mMe m:.i < >i i ip ^ am m 

Tel: 01 865 874846 
www.chromatech.uk.com 

Top Quality Reproductions 

from your artworks and photographs 

Digital image capture & artwork 
photography 

Prints up to A I 

Best quality archival Hahnemuhle 
and Canson art papers and canvas 
genuine Epson inks 

Certified 75 year fade resistance 

Perfect for short and limited edition 
print runs 

Make prints on demand as you 
need them 

Exhibition quality printing 

Short run high quality 
greetings cards 

Very accurate colour match 

Over 35yrs colour printing 
experience 

Details at www.chromatech.uk.com 
V y 




CTc I e e F i n e A r g R e p r o d u c t ion 



Higli qualily r*J 
feprodyctions 
p^c?duced ffwi 
original artwork 
or digital files, .. 
01737 TB 07 S 9 



• Greetings Cards 

• Postcards 

• Giclee Printing 

01529 300452 

chris@dpsdigital.co.uk 

www.dpsdigital.co.uk 

dpsdigital.co.uk ^ 




MOCKINGBIRD 

PRESS 

Reproduction, Scanning 
& Printing Services: 
LARGE format GICEEE PRINTING 
Greetings Gard Printing 

www.mockingbirdpressbristol.co.uk 
t:OI 17 924 8836 m:0798 245 8847 

RUN BY Artists, for Artists 



Gemini Digital Colour 



Art W(tcL 

• Fine Art Giclee Printing Service 

• Hahnemuhle and Somerset Papers 

• Photography and Scanning Service 

• Greeting Cards and Postcards 

• Professional and Friendly Advice 

• No Set Up Fees + Free Art Guides 



Call us on 01656 652447 
www.geminidigitalcolour.co.uk 



o 



Greeting 

Fin Art Gicicp Printing 

Specialising in short run 
■dfucalilv gte^itiny eordfe 
kvctudlng proof 
(miln ordor sf only 34 ) 
^ fine orf piinling 



www.caft^ciard.ctii.uk D1305 24JS26 
m aft 111 atdm wl#i cad* A 2 C -M 



STUDIO SPACE 



Wimbledon Art Studios 

020 8947 1183 , 

www.wimbledonartstudios.co.uk 
Dynamic artist community with 
studios available from £40 per wk, 
open 24/7 with good natural light 



TUTOR 



JONATHAN NEWEY 

Pearmans Glade, Shinfield Road 
Reading RG2 QBE 

Tel: 0118 931 4155 

Web: www.jonathannewey.com 

Email: 

Jnewey210@gmail.com 
Distance: 75 Miles 
Media: Watercolour, Acrylic, Pencils 
Special subjects: Landscapes, 
Architecture, Wildlife 



THE ART SHOP DIRECTORY 



DEVON 



THE BLUE GALLERY 

16 Joy Street, Barnstaple EX31 IBS 

Tel: 01271 343536 

roy@bluegallery.co.uk 

www.bluegallery.co.uk 

SOUTH WEST ART 

Old Fore Street, 

Sidmouth EXIO 8LP 
Tel: 01395 514717 
info@southwestartmaterials.co.uk 
www.southwestartmaterials.co.uk 
Quality fine art materials, gallery and 
picture framing. 



HAMPSHIRE 



PERRY S ART SUPPLIERS LTD 

109 East Street 
Southampton SOM 3HD 

Tel: 023 8033 9444 
perrysart@btinternet.com 
WWW. pe rrysa rt.co.uk 



ESSEX 



MILLWAY 

Chapel Hill, Stansted Mountfitchet 
Essex CM24 SAP 

Tel: 01279 812009/01279 816659 
Fax: 01279 812741 
millwayoffice@btinternet.com 
www.millwaystationery.co.uk 



GLOUCESTERSHIRE 



PEGASUS ART - suppliers of the 
finest art materials 

Griffin Mill, London Road 
Thrupp, Stroud, Glos GL5 2AZ 

Tel: 01453 886560 
info@pegasusart.co.uk 
WWW. pegasusart.co. u k 



GWENT 



THE ART SHOP & CHAPEL 

8 Cross Street 
Abergavenny NP7 5EH 

Tel: 01873852690 

admin@artshopandchapel.co.uk 

www.artshopandchapel.co.uk 



LONDON 



ATLANTIS ART MATERIALS 

- UK’s largest and one of 
Europes biggest art stores 

68-80 Hanbury Street, 

London El 5JL 
Tel: 0207 377 8855 
Fax: 0207 3778850 
www.atlantisart.co.uk 
Car parking, open 1 days. 

LONDON ART 

132 Finchley Road, Swiss Cottage, 

London NWS 5HS 

Tel: 020 7433 1571 

info@londonart-shop.co.uk 

www.londonart-shop.co.uk 

We sell a wide range of Art & Craft 

materials. 



LONDON 



RUSSELL & CHAPPLE 

The Canvas Specialists 

30/31 Store Street, 

London WCl 

Tel: +44 (0) 207 836 7521 
Fax: +44 (0) 207 497 0554 
www.randc.net 

Custom canvases, linens, cottons and 
stretcher bars. 

L CORNELISSEN&SON 

19th century shop near 
The British Museum 

Pigments, Gilding & Etching 
supplies, tubed colour, brushes, 
paper, pastels. 

105 Gt. Russell Street, 

London WCIB 3RY 

Tel: +44 (0) 20 7636 1045 
www.cornelissen.com 

STUART R. STEVENSON 

Artists & Gilding Materials 

68 Clerkenwell Road 
London ECIM 5QA 

Tel: 020 7253 1693 
info@stuartstevenson.co.uk 
www.stua rtstevenson.co. u k 

INTAGLIO PRINTMAKER 

The Specialist Supplier 

of Fine Art Printmaking Products 

9 Playhouse Court, 

62 Southwark Bridge Road, 

London SEl OAT 

Tel: 020 7928 2633 

Fax: 020 7928 2711 

info@intaglioprintmaker.com 

www.intaglioprintmaker.com 

Wide range of tools available to try in 

our store (near Tate Modern). 



SUFFOLK / NORFOLK 



GOSLINGS 

50 Station Road, Sudbury 

Suffolk COlO 2SP 

Tel: 01787 371932 

A family run business specialising in 

Bespoke Picture Framing and Artist 

Materials 

THE ART TRADING COMPANY 

55 Earsham Street, 

Bungay NR35 lAF 

Tel: 01986 897939 

TheArtTradingCo@btinternet.com 

www.thearttradingcompany.co.uk 



WEST MIDLANDS 



HARRIS MOORE 

Fine Art Supplies 

Unit 12 Minerva Works, 

158 Fazeley St, 

Birmingham B5 5RT 
Tel: 0121 633 3687 
sales@harrismoorecanvases.co.uk 
www.harrismoore.co.uk 
Specialists in Artists Canvases and 
Professional Painting Supplies. 



To advertise here please call 020 7349 3738 































MY FAVOURITE THINGS 



(SROSsman 

TV PRESENTER, SATJCIER, AUTHOR, 
MUSICIAN AND DEPUTY CHAIR OE 
THE ROYAL DRAWING SCHOOL 

MY FAVOURITE PAINTING 

Benjamin West’s The Death of General Wolfe is 
thrilling and continues to fascinate. He was very 
much overshadowed by Reynolds and Gainsborough. 

MY DRAUGHTSMAN INSPIRATION 

I am delighted that people are rediscovering the 
value of drawing skills. Leonardo could draw, but I’m 
most inspired by the work of the young people at the 

Royal Drawing School (1). 

MY FAVOURITE PERIOD OF ART 

The 18th century was my Celebrity Mastermind 
specialist subject. Sometimes it looks placid and 
elegant, but it was a period of extraordinary turmoil as 
people struggled to cope with the huge intellectual, 
social and economic changes that were taking place. 

MY TOP ART BIOGRAPHY 

John Richardson’s A L/fe of Picasso (2) remains a 
great read. It’s a monument of diligent research and 
illuminating insight. 

MY LAST FAVOURITE EXHIBITION 

Van Gogh + Munch (3) at the Munch Museum in Oslo 
is one of the best shows I’ve seen this year. It clearly 
but subtly highlighted the many parallels between 
two great artists who appear to be so different. 

MY TV ART HIGHLIGHT 

For whatever faults it has, Kenneth Clark’s 
Civilisation remains TV’s greatest attempt to say 
something important about art. 

MY FAVOURITE LP COVER ARTIST 

I always admired the late Storm Thorgerson. He is 
best known for designing Pink Fioyd’s The Dark Side 
of the Moon (4) [illustrated by George Hardie] but he 
was the creator of many other great covers. 

MY ART DESTINATION OF CHOICE 

I spend a lot of time in Rome (5). There seems to 
be plenty of art to discover everywhere, but I’m 
especially keen on Italian churches. 

Loyd’s new book, Benjamin West and the Struggle 
to be Modern^ is published on 8 October by Merrell 
Publishers, RRP £35. www.merrellpublishers.coni 
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MUNCH \S ONE 



ART SHOWS 



THIS YEAR 











The OCA enables me to 
study fine art to a high 
standard in a flexible 
manner, so that I can 
carry on working full time. 
During my studies I have 
been able to pursue my 
own interests and develop 
a deeper theoretical 
understanding, unlocking 
my ability to produce 
personal, meaningful 
work. 

Jim Lloyd 
Painting student 



Live 



Learn 



Create 



Contemporary courses you can study 
from home 



Open College of the Arts 



A 



0800 731 2116 
oca.ac.uk 






Jchmtncke 



HORADAM* 

AOUARELL 



Finest artists' water-colours 




Jehmliiekv 



• Fully reusable paint when dried on a palette 

• High control of paint flow, even on soft 
water-colour papers 

• Each colour has its own individually 
optimized formula 

• Same formula for tube and pan colours 

• Pans poured 4 times in liquid state 



Premium Set 

Limited Edition 
Available now! 



H. Schmincke & Co. GmbH & Co. KG ■ Finest artists' colours ■ www.schmincke.de ■ info@schmincke.de 





